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Abstract
Feeling Fashion is a proposition for a new kind 
of fashion practice employing ‘selfing’, scoring 
and drawing to interrogate, isolate and feel 
fashion through my body and the bodies 
of others. Informed by ideas that fashion is 
“the invisible elements included in clothing” 
(Kawamura 2005), is “beyond the objects that 
materialise it” (Marchetti 2007) and is a “social 
animal” (Mallarme 1933), this practice research 
proposes that fashion is something we feel, 
rather than see. The research questions how 
fashion affects social relations between people. 
If fashion can be understood as immaterial or 
invisible how does a fashion practitioner go 
about making fashion?
The presented creative practice research 
projects are positioned between fashion 
performance and participatory art. A 
longitudinal project Jumpsuit Girl involved 
me wearing a jumpsuit as my only attire for 
four years as a means to provoke interactions, 
questioning and curiosity from you, my public 
audience, and a series of auto-ethnographic 
insights for the research. These interactions 
were further unpacked, interrogated and felt 
through a series of event-based projects titled 
Spotsville, Just Looking, Feelings of Undress and 
Wardrobe Swap. I worked with large groups of 
people to fashion situations and introduced 
garments and actions into existing situations 
to observe how they affect social interaction. 
Through these projects three new methods of 
practice emerged: selfing, scoring and drawing. 
These methods allowed me to draw out, feel 
and reflect on lived experiences. The research 
has generated insights into how one might feel 
fashion, and how I can practice as a designer 
by engaging more deeply with the experience of 
feeling fashion.
16 17
Fashioning this document 
 
Drawing 
Drawing has been a recent development. While 
visiting New York the comments around the 
jumpsuit were prominent. They made me 
laugh and cry, they put me in uncomfortable 
situations but there was something about these 
moments, people, characters and situations that 
I wanted to document. I began to draw and 
have continued to draw since. I have over two 
hundred drawings that capture the encounters 
I have had in the jumpsuit. Some you will come 
across here. They are all real comments made by 
real people. 
 
You will notice that this entire document has 
been hand drawn. There are not any photos or 
videos present. During the fashion situations 
the camera was invasive at times and influenced 
the participants’ experience. As this research is 
studying how fashion affects the social relations 
between people, adding a camera into the mix 
affected my observations. I began watching 
the videos over and over and began to rely on 
them to remember and relive the situation, to 
the point where the video footage began to 
erase and become my memory of the situation. 
Drawing, however, allowed me to re-enact, 
re-feel and re-perform memories from the 
situation through my body. It became a method 
to generate a visual record of the situation that 
created an opportunity to reflect, re-trace and 
draw it out over time.
Drawing presented new interactions 
between my research and myself. From the 
initial drawings that documented my lived 
experiences, new kinds of drawings emerged. 
Drawings of maps and diagrams that connected 
text to image, created new conversations 
that helped me to make connections and 
communicate my research.
Fashion, Fashioning and Fashioned 
Key terms fashion, fashioning and fashioned 
have been used to structure the chapters within 
this dissertation. 
Fashion Feelings: this chapter discusses my 
community of practice. I position my research 
alongside existing fashion and art practitioners 
and use the title ‘fashion feelings’ to reflect on 
my feelings around existing practices.
Fashioning Feelings: the name of this chapter 
is used to refer to the act of making, doing, 
acting, wearing and interacting. In this chapter 
I discuss projects: Jumpsuit Girl, Spotsville, Just 
Looking, Feelings of Undress and Wardrobe Swap and 
the actions, interactions that came about from 
each. These projects address the question: how 
does fashion affect the social relations between 
people?  
Feeling Fashion: this chapter reflects on the 
findings that came about through: Jumpsuit 
Girl, Spotsville, Just Looking, Feelings of Undress 
and Wardrobe Swap. As the research progressed 
three important methods of selfing, scoring 
and drawing emerged. These methods will be 
discussed in relation to feeling fashion and how 
they propose a new kind of fashion practice. 
 
Fashioned Feelings: this is the final 
chapter and could also be referred to as the 
conclusion. Here, I discuss the key findings 
and contributions that came about through this 
research and point toward how feeling fashion 
might be felt in the future.
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Introduction
This research aims to reveal, amplify and 
understand how fashion affects our social 
experience. From the beginning of this research 
the question of how fashion is created as an 
intangible, immaterial, social phenomenon 
has been a core focus. Fashion practitioners 
such as Luca Marchetti, Olivier Saillard 
and Nick Knight are beginning to challenge 
fashion practice by presenting performances 
and exhibitions that do not necessarily rely 
on the presence of clothes. This suggests that 
“fashion is beyond the objects that materialise 
it” (Marchetti 2007, p. 4). Through this research 
I investigate the way fashion can be felt and is 
experienced by fashioning situations that work 
with large groups of people, garments and 
actions to understand or amplify the in-between 
spaces that clothing, dress and fashion occupy 
during social interaction. 
For the majority of this research I have worn a 
jumpsuit as my only attire, however, it isn’t the 
jumpsuit itself that I’m interested in but how it 
provokes interaction, curiosity and questioning 
from you. This has enabled me to undertake an 
auto-ethnographic approach that has informed 
a series of event-based projects or fashion 
situations titled Spotsville, Just Looking, Feelings of 
Undress and Wardrobe Swap. From these projects 
three important methods emerged; selfing 
which involves me, the researcher drawing from 
myself and my lived experiences, scoring which 
includes creating an open score with a group of 
performers, and drawing which is used to draw 
out, reflect, re-live and re-feel moments that 
occurred during selfing and scoring.  
Initially this research was titled Fashioning 
Situations: Affecting Fashion and Everyday Life. The 
focus was on how one goes about ‘fashioning’ 
a situation. The early projects tested a number 
of ways of doing this by introducing garments 
and actions into a situation to observe how they 
affected social interaction. 
Half way through my candidature there was 
a particularly important shift in my practice 
where I worked with a group of dancers and 
created an ‘open score’. The openness of the 
score brought the visitor and the performer 
into a vulnerable space where the information 
and moment was shared. This had a greater 
emotional impact on people in the situation than 
the scripted performances and created space 
for unexpected things to happen. Through the 
introduction of the unexpected I was able to 
gain further insight into the effect of the score. 
These insights felt more true and real than the 
moments where people were following a script 
as they gave an indication of how the score was 
affecting people emotionally. Erving Goffman 
suggests that “the ‘true’ or ‘real’ attitudes, 
beliefs, and emotions of the individual can be 
ascertained only indirectly, through his avowals 
or through what appears to be involuntary 
expressive behaviour” (Goffman 1959, p. 14).  
Within my practice the open score brought 
about involuntary expressive behaviour that 
did not arise when participants were following 
a script. It is in these moments of involuntary 
behaviour that I could begin to assess how 
fashion might affect the social relations between 
people. This moved the focus of my research 
from the act of doing to the affect it had on 
people. 
Towards the end of my candidature another 
critical method emerged when I began drawing 
encounters I had with people in everyday life. 
Drawing enabled me to reflect on and analyse 
my practice more deeply by re-enacting, reliving 
and drawing out feelings felt while interacting 
with another. Drawing became a way to reflect 
on lived experiences in relation to fashion 
and clothes and how they might affect social 
interaction. I have over two hundred drawings 
and through their relationships I have been able 
to make connections and analyse how different 
contexts might affect the way one feels fashion. 
Drawing along with the open score pushed my 
research towards feeling, and how feeling can be 
felt throughout the design process. 
Selfing, scoring and drawing, have enabled 
me to further interrogate the immaterial 
phenomenon of fashion and to begin to feel 
these invisible, in-between spaces through my 
body and the bodies of others. Selfing, scoring 
and drawing is a proposition for a new kind of 
fashion practice that enables us to study the 
social affects of fashion and the kinds of feelings 
that come about.
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Background
In 2009 toward the end of my masters, I read 
Fashion-ology by Yuniya Kawamura (2005). 
Kawamura presents an investigation into 
fashion from a sociologist’s perspective. In 
this book fashion is studied as an entity that 
is separate to clothing and dress. Kawamura 
builds on Ingrid Brenninkmeyer’s proposition 
that “fashion is a belief that is manifested 
through clothing” (1963, p. 4) and states that 
“fashion does provide extra added values to 
clothing, but the additional elements exist only 
in people’s imaginations and beliefs. Fashion is 
not visual clothing but the invisible elements 
included in clothing” (Kawamura 2005, p. 4). 
From this observation my fashion practice 
developed from thinking about clothing and 
dress purely as visual communication to 
considering the immaterial, social affects of 
fashion.
Prior to reading Fashion-ology, I was working 
with skin, latex and textiles. I developed a 
technique called Skin Folding that invited 
people to pleat and fold their skin to their 
body (in a way that you would when fitting 
fabric to a mannequin). I was interested in how 
the materials we already wear could create a 
sensation of feeling dressed. It seemed people 
were happy to fold their skin in the privacy 
of their own home, however, once they were 
invited to step onto the street, they were afraid 
of what others would think. They were worried 
that they would be looked upon and laughed 
at—perhaps somewhat like the emperor in the 
Hans Christian Anderson fairytale, The Emperor’s 
New Clothes (1837). This drew my attention to 
the role others play in affecting the way we feel 
in what we wear and how this in turn affects our 
actions and the way we engage with the world. 
I continued to consider how Skin Folding could 
shift from being something that was other 
and strange to being perceived as fashion. I 
revisited the story of The Emperor’s New Clothes 
and considered what it was that made the 
little boy yell, “he’s not wearing any clothes!” 
(Anderson 1987, p. 45) and questioned how 
one’s perception could change from seeing a 
naked body to seeing fashion.
My practice quickly shifted from working with 
skin, latex and textiles (clothes) to working with 
people and the psychological affects of fashion. 
I began to work with large groups of people 
to create participatory fashion experiences 
that invited involvement from the audience. 
It was through their participation that I could 
start to experiment with the affects of fashion. 
iFOLD: A New Fashion, a New You (2010) was 
the first project I created after completing my 
masters. It was an imaginary fashion show that 
explored how the Paris catwalk and fashion 
magazines might affect our emotional response 
to clothing. It considered how these influences 
might affect the way we perceive clothing and 
dress. The second project Newfangled Fashion 
(2011) presented a catwalk fashion show where 
visitors were invited to strut their stuff in front 
of a nude audience. It was in effect a reverse 
scenario of The Emperor’s New Clothes—although 
the audience members were nude—it was the 
visitor on the catwalk who felt naked. Visitors 
said things like “it was more intimidating for us 
than it was for the many naked people”, “I didn’t 
like being on show in front of that many people 
not wearing clothes” and “I felt more naked 
when I left” This suggested to me that feeling 
naked is not necessarily the absence of clothes 
but a feeling that is connected to exposing 
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yourself—emotionally. I was interested in how 
feeling could be provoked through clothes and 
if the emotional response to clothing could be 
considered to be fashion. 
From here there were a series of projects, 
each exploring human interaction and how 
clothing, dress and fashion might affect the way 
we interact with each other. The final project 
(before beginning this PhD) was Catwalk Fash 
Mob. This project transformed the Bourke Street 
Mall (Melbourne) into a catwalk fashion show. 
People doing their shopping found themselves 
walking on a catwalk made up of a hooting, 
cheering fash mob. This project turned the 
attention back onto the community suggesting 
that we look to each other as opposed to the 
Paris catwalk to inform the way we feel in 
what we wear. Perhaps it is through us, the 
community, and the way we respond to each 
other that fashion is created.
These projects have informed my research 
leading up to this PhD, which is an exploration 
into how fashion affects us, how it might be 
created through people, and how it functions as 
an immaterial phenomenon in our lives. When 
I started this PhD I was living my life in a lycra 
jumpsuit. The jumpsuit along with four other 
projects: Spotsville, Just Looking, Feelings of Undress 
and Wardrobe Swap come together to inform this 
PhD. 
Conversations around the social affects of 
fashion primarily exist within sociology 
and psychology. Alongside Kawamura and 
Berrinkmyer; Malcolm Barnard, Rene Konig, 
John Carl Flugel, William Graham Sumner 
and Georg Simmel among others, discuss 
fashion as something that is “beyond the 
objects that materialise it” (Marchetti 2007, 
p. 4). Initially, fashion was “referred to as 
activities; fashion was something that one did, 
unlike now perhaps, when fashion is something 
that one wears” (Barnard 2002, p. 12). Our 
understanding of fashion moved from action 
to a physical object such as clothing, which 
according to sociologists, it is so much more. 
“We must destroy here and now the widely held 
prejudice that fashion is only concerned with the 
outer cover of man … it affects and shapes man 
as a whole. Hence those descriptions of fashion 
that interpret it simply as the study or history of 
dress are inadequate” (Konig 1973, p. 35). 
Today, in mainstream western society one might 
talk about fashion as “a style people wear” 
(Binnington 2010) or as “over hyped, expensive, 
confusing and ever changing” (Forsythe 2010). 
When people talk about fashion it usually points 
to clothes. However, talking about fashion as 
action such as “kissing, shaking hands, bowing 
and smiling in conversation” (Sumner 1940, p. 
16) presents opportunities to reveal something 
other or more about the social affects of fashion. 
Although there is ample documentation around 
how fashion might affect and shape “man as 
a whole” (Konig 1973, p. 37) there are few 
practitioners who are exploring feeling and 
its affects while testing these ideas through 
practice. The closest I have found in my 
research is the exhibition Dysfashional (2007) 
by fashion curators Luca Marchetti and 
Emanuele Quinz, who presented a group of 
designers exploring fashion through installation, 
performance and film. In this exhibition 
Marchetti and Quinz explore the immaterial 
qualities of fashion through experience. This 
show is discussed in more detail in Emerging 
Fashion Practice (p. 44). 
Alongside Marchetti, Jose Teunissen is also 
curating fashion exhibitions that challenge 
and question the future of experimental 
fashion practice. Both curators quote Nicolas 
Bourriaud’s Relational Aesthetics (1998) and 
adopt some of his concepts within a fashion 
discipline. Relational Aesthetics is described as 
“the realm of human interaction and its social 
context” (Bourriaud 2002, p. 14). Employing 
this thinking and related methods within a 
fashion context presents opportunities for 
practitioners to explore the relational, social 
and human aspects of fashion through practice. 
Although Teunissen and Marchetti reference 
Bourriaud and have demonstrated how it has 
progressed fashion practice, it is not a term I 
wish to employ in the context of this PhD. My 
own thinking aligns more directly to the ideas of 
Claire Bishop who has simplified and expanded 
upon Bourriaud’s perspective by using the 
term participatory art to refer to practitioners 
who work with people and participate in their 
practices.
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Context
This practice-based research sits between two 
key areas of enquiry: 
1. Fashion performance and 
exhibition 
The area of fashion performance and exhibition 
is an emerging and developing field. Although 
garments are exhibited in most museum 
environments, it is contemporary fashion 
curators and practitioners who are interrogating 
fashion as a concept, system or phenomenon 
in an exhibition context that is of particular 
interest. These practices do not necessarily 
rely on making clothes, rather, it is the thing 
that surrounds clothes, the fashion they are 
interested in. There are multiple ways in which 
these practitioners go about exploring fashion, 
such as Marchetti and Quinz who curated 
Dysfashional (2007), where designers created 
installations and performances as opposed 
to clothes. In SHOWstudios Fashion Revolution 
(2009) Knight presented films, performances 
and interactive environments stating “how 
people interact with fashion has changed 100%” 
(2009). More recently, Jessica Bugg and Anna-
Nicole Ziesche brought the exhibition Fashion 
and Performance: Materiality, Meaning, Media 
from the Arnhem Mode Biennale (2013) to the 
RMIT Design Hub (2015) that explored these 
themes.
Performance in fashion can also be directly 
related to the fashion show. When attending a 
show by Alexander McQueen or Viktor & Rolf 
the experience could be closely related to that 
of a theatre performance. Similar to traditional 
theatre shows these fashion shows, although 
engaging, present a division or ‘forth wall’ 
between audience and performer. My interests 
lie with fashion practitioners such as Saillard 
who challenge the relationship we have with our 
clothes through participatory, lived experiences 
where the audience participate in the making 
of the work. His most recent work Cloakroom 
(2014) in collaboration with Tilda Swinton, 
is a good example of how one might go about 
creating a participatory fashion experience. 
Here, the audience were invited on stage to 
cloak their jacket, and observe Swinton play 
with something that could be described as “more 
than just a body but all the complexity of our 
human, personal experience” (Marchetti 2009). 
It is how Saillard works with participation, 
people and relationships that informs my 
practice. This is discussed in more detail in 
Emerging Fashion Practice (p. 44).
Although fashion practitioners such as 
Marchetti, Knight and Saillard are engaging 
with the experiential side of fashion, and 
sociologists and writers have written about 
fashion as “a social production process” 
(Kawamura 2005, p. 16), exploring fashion in 
relation to feeling is an area that is still yet to be 
interrogated.
2. Participatory art
 
Participatory art invites people to participate 
in the making of the work. Generally the art 
cannot be made without participation from the 
audience. Usually these works aim to reveal 
something to the participants about themselves 
or the world in which we live. They set up a 
situation that can involve actors, facilitators, 
objects and space. There can be a set of rules 
or guidelines that accompany the participants’ 
experience. According to Bishop, “today’s 
participatory art … tends to value what is 
invisible: a group dynamic, a social situation, 
a change of energy, a raised consciousness. 
As a result it is an art dependent on first hand 
experience, and preferably over a long duration” 
(Bishop 2012, p. 6). Where Bishop refers to and 
defines the invisible—is of particular interest to 
this research. If “fashion is not visual clothing 
but the invisible elements included in clothing” 
(Kawamura 2005, p. 4), perhaps one can draw 
from participatory art practices to explore how 
one might go about revealing and feeling these 
invisible elements within fashion. Participatory 
art is discussed in Participatory Art and Theatre 
(p. 58).
Another area that shows potential for further 
investigation is to extend a discussion of fashion 
in relation to affect. ‘The affective turn’ or ‘affect 
studies’ in relation to participation, fashion and 
feeling impacts on this research. Although for 
the scope of this project it is not possible to go 
in-depth it is interesting to note that Mellissa 
Gregg and Gregory J. Seigworth suggest 
that  “affect is found in those intensities that 
pass body to body (human, non human, part-
body, and otherwise), in those resonances that 
circulate about, between, and sometimes stick 
to bodies and worlds” (2010, p. 1) fashion, dress 
and clothes are part of our affective world and 
are so embedded in our everyday lives that at 
times their affect can go unnoticed. Through 
Jumpsuit Girl, Spotsville, Just Looking, Feelings 
of Undress and Wardrobe Swap I have aimed to 
amplify the affective nature of fashion, dress and 
clothes and the kinds of behaviour, movement 
and thought that can come about. The affective 
nature of my research became prevalent during 
Feelings of Undress (p. 125) where the open score 
was introduced. Throughout this research affect 
has been explored and has emerged through 
practice, as it emerged later in the research 
it is not interrogated in depth here however 
investigating fashion in relation to affect theory 
has great potential for future work.
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Fashion, Dress and Clothes 
Studying the invisibility or immateriality of 
fashion has led me to working with people, 
experience and situations that include actions, 
dress and clothing. Although making clothing 
and dressing is not my primary concern here, 
it cannot be denied “clothing and dress are the 
raw material from which fashion is formed” 
(Brenninkmeyer 1963, p. 6). While my focus 
is toward the immaterial and social affects of 
fashion in the western world, clothing and dress 
implicitly play a role in this, whether it is the 
absence of clothes, a jumpsuit, or jeans and a 
t-shirt, clothing affects the way we relate to each 
other. It is the way in which people perceive 
clothing in relation to context, time and their 
personal experience that is of interest to this 
research. I believe fashion affects our perception 
towards clothing and dress and this can bring 
about a reaction that affects the way we feel in 
what we wear. Barnard indicates that the words 
clothing and dress “are to a large extent defined 
in terms of each other” (1996, p. 9) and this 
definition primarily points to material objects 
whereas fashion is discussed by sociologists 
Kawamura and Konig as a “social institution, 
it affects and shapes individuals and society as 
a whole” (Konig, 1973, p. 6). Although fashion 
can also be described as a form of fashionable 
dress or as a style people wear, through this 
research I have come to understand that fashion 
is more than this, it affects us both socially 
and emotionally. This presents an opportunity 
to explore fashion in relation to how fashion 
“affects and shapes individuals and society 
as a whole” (ibid) through practice. Projects: 
Jumpsuit Girl, Spotsville, Just Looking, Feelings of 
Undress and Wardrobe Swap each utilise clothing 
and dress as the tools or as “the raw materials” 
(Kawamura, 2005, p. 4) to gain insight into 
the complexity of the interactions, actions 
and behaviours that surround them, and to 
consider these in relation to the immateriality 
and invisibility of fashion. Working with fashion 
in relation to how it affects social interaction 
has driven the shape of my methodology which 
brings together methods such as participation, 
conversation and observation that I can use to 
study the social affects of fashion. 
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Method
Participation, intervention, observation and 
conversation are methods I have used to 
construct fashion situations since completing my 
masters research. I began using these methods 
as a way to work with people to explore fashion 
as an immaterial, invisible phenomenon. This 
completely shifted my practice and moved 
me away from working with textiles, silicone 
and latex to working with human interaction. 
People became my primary medium and it was 
through their interactions with each other that I 
began to speculate how fashion as an immaterial 
phenomenon might exist and affect our lives.
Through this practice based PhD I have learnt 
how heavily my lived experiences impact my 
research. I take an auto-ethnographic approach 
which “seeks to describe and systematically 
analyse (graphy) personal experience (auto) 
in order to understand cultural experience 
(ethno)” (Ellis 2004, p. 12). I drew from my 
lived experiences and used these to inform a 
series of fashion situations titled: Spotsville, Just 
Looking, Feelings of Undress and Wardrobe Swap 
that involved significant participation from the 
audience. Through my body and the bodies of 
others I am able to observe and reflect on how 
fashion might affect social interaction. 
Methods participation, intervention, 
observation and conversation 
utilised are outlined as follows:
Participation
There are three key ways in which I work with 
participation to construct situations:
1. Collaborator
The actors, dancers and/or artists I work with 
when developing a fashion situation.
2. Visitor
People who actively engage with the actors, 
actions or garments within the situation.
3. Bystander
People who watch on from a distance and 
observe the situation as it unfolds.
Each mode of participation plays a role in 
creating the situation. As fashion is something 
we participate in everyday, participation 
could be considered to be one of the primary 
methods in the creation of fashion—without our 
participation, fashion cannot exist. By working 
with methods that fashion potentially uses to 
thrive on, one can begin to reveal, interrogate 
and amplify how fashion affects and is generated 
by people. Participation is discussed further in 
the chapter Fashion and Participation (p. 66).
Intervention
In some cases the visitor will stumble across the 
fashion situation without any prior warning, 
and this aims to shift the visitor’s experience 
into a more spontaneous engagement with the 
work as they naturally feel their response to the 
situation as opposed to having preconceived 
ideas of the kinds of emotions or experiences 
they might encounter through the work. 
Without advertising or physically marking the 
space, the fashion situations aim to reveal and 
amplify the effects that the presence of fashion 
and clothes have within that environment, with 
the intention that the visitor will gain insight 
into how they might be affected by it. Similar 
to The Situationists who developed a series 
of techniques such as Derive (discussed in 
Fashioning a Situation p. 72), I use intervention 
to disrupt fashion’s presence in our everyday 
experiences.
Observation
During the situations, I sit and observe the 
participants. I am watching and analysing the 
way they interact with each other and how the 
situation, people and garments or actions can 
be seen to affect them. From my observations 
I take notes and form loose questions that are 
used to navigate a conversation with individual 
participants following the experience, which 
later become a conversation starter, where I can 
test my assumptions and develop knowledge of 
the participants’ experience. 
Conversation
Conversation comes about before and after 
the situation. It usually begins by asking the 
participant to describe his or her experience. 
From these descriptions, questions that invite 
the participant to go deeper into the experience 
are formed. The conversation revolves around 
the actions of others and how they shift 
one’s behaviour and experience. The loose 
conversational structure relaxes the participant 
and creates space for unexpected responses to 
occur. These responses help me to reflect on 
the effect of the situation and what could be 
pursued in the future. 
These methods were used in the first two 
projects Spotsville and Just Looking. However, 
as this PhD has progressed, participation, 
intervention, observation and conversation were 
extended upon to include three new methods—
selfing, scoring and drawing that emerged 
through the projects and enabled me to extend 
and further investigate how fashion affects the 
social relations between people.
Selfing 
Selfing refers to me, the researcher and the 
multiple ways in which I draw from and draw 
out my lived experiences to inform this research. 
As mentioned earlier, the use of clothes is 
implicit in my everyday life in the western 
world. Playing with clothes on my body has 
enabled me to explore how perceptions of dress 
shift from one context to the other. This has 
given me further insight into the complexity 
of the interactions, actions and behaviours 
that surround clothes, and to consider these 
in relation to the immateriality or invisibility 
of fashion. These interactions bring about 
questions and feelings in relation to fashion that 
are further interrogated and understood through 
scoring and drawing.
Scoring
 
Scoring came about through Feelings of Undress 
(one of the final projects in this PhD). Here, 
I worked with a group of dancers where we 
tested ideas and selected a series of actions that 
became our score. The word ‘score’ originates 
from music and can be used to refer to music 
written for film, dance or video games. Today, 
the word is also commonly used in dance 
practices. Choreographer and performer Olivia 
Millard says, “a score could be almost anything. 
Using scores is a combination of what it  
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manifestly proposes and how it allows or is 
employed to influence, affect, notice or feed the 
dancing which comes while using it” (Millard 
2016, p. 2). Scores can vary in complexity and  
openness. In the context of this research I use 
the term scoring to refer to the act of working 
with an open score. Through scoring I embrace 
the unknown and push towards the unexpected. 
I let go of control and let the situation guide the 
participants’ experience. Through scoring things 
happen that one could never anticipate and it 
is here that I learn how this way of working 
can reveal something about the situation or the 
actions that are at play.  
 
In the case of Feelings of Undress, scoring  
 involved working with a group of people where 
we developed a series of actions together that 
guided the way we interacted with our audience. 
Actions of observing, touching and undressing 
become our score. The actions were informed 
by my lived experiences that brought about 
questions or feelings in relation to fashion and 
clothes. The openness of the score enabled a 
reaction from the situation that was  
unpredictable and unrehearsed, giving an  
indication of the effect of the score in relation to 
the social interaction.  
 
As this research has progressed I have re-visited 
Jumpsuit Girl, Spotsville, Just Looking and  
Wardrobe Swap and realised that the same  
principle can be applied to other situations. By 
working with a score I can step back to observe 
and reflect on how the actions and garments 
might affect us socially and emotionally, and this 
potentially leads to further insight into the social 
affects of fashion. 
Drawing 
 
Drawing came about towards the end of this 
PhD as a method to reflect on the encounters 
I had in the jumpsuit. Here I could capture 
the intangible things—such as conversations 
and actions that perhaps cannot be captured 
through a photograph. Through drawing I 
could re-perform, re-enact and re-feel the 
moment through my body. Drawing became a 
performative gesture that enabled me to re-trace 
the situation to create a visual record through 
memory and through the experience of re-
visiting and re- thinking in the act of drawing. 
I used drawing in tandem with writing to re-
live, re-feel, re-embody the situation through 
text and image to communicate, discuss and 
dissect my research. Through a collection of 
drawings I was able to form relationships and 
make connections between places, contexts 
and people in relation to the jumpsuit and more 
importantly as a means to start to understand 
fashion and its affect.
Although I have always been present in my 
research, it has been through drawing that I 
have been able to understand how I use myself, 
my body and experiences to inform my practice. 
Drawing and scoring have both enabled me to 
draw out the experiences I have had in everyday 
life—to re-feel, reflect and consider in more 
depth how the feelings at play come about. 
Through drawing, connections, relationships, 
stories and feelings can be communicated and 
shared. Drawing across various situations 
captures the commonalities and differences 
between them and enables me to see patterns of 
behaviour as they emerge. 
Scoring and drawing can also make visible 
things that are already at play in our everyday 
experiences. By isolating and re-introducing, 
this amplifies the affect of things (action, 
character or object). Through drawing or 
drawing out the situation, the characters and 
feelings are felt through my body and analysed 
through the drawing process. 
The combination of these methods enable me to 
reflect and explore social interaction and to gain 
understandings into how fashion might affect 
the social relations between people.
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Fashion Situations
This research consists of five fashion situation 
projects—Jumpsuit Girl, Spotsville, Just Looking, 
Feelings of Undress and Wardrobe Swap.  
There is a marked difference between the 
fashion situations in that Jumpsuit Girl and 
Wardrobe Swap involve me using my body to 
explore how fashion affects the social relations 
between people through my lived experiences 
in everyday life. These projects have been 
active for the duration of this research project. 
Whereas Spotsville, Just Looking and Feelings 
of Undress reflect on my lived experience by 
participating with large groups of people in an 
event based scenario where garments or actions 
are introduced into the situation. 
This difference creates two different modes of 
researching in where Jumpsuit Girl and Wardrobe 
Swap I am inside the research, living, being, 
experiencing through my body whereas with 
Spotsville, Just Looking and Feelings of Undress I am 
outside the research, observing and reflecting 
how the garments or actions in place are 
affecting the social relations between people. 
The information and questions that come about 
from each fashion situation are used to inform 
the next situation. Jumpsuit Girl and Wardrobe 
Swap are ongoing and constantly at play.
Although the open score came about halfway 
through my candidature I have used this 
method to revisit earlier projects and highlight 
the key components that came together to create 
the project. By presenting the score, I hope this 
gives you a simple summary of the projects and 
a way to recognise key differences between 
them.
Jumpsuit Girl 
SCORE: 50 Jumpsuits onto one body for four 
years.
The jumpsuit began before the beginnings of 
this PhD. I have worn it for the past four years, 
two months and 14 days. In the final stages of 
this research I have swapped the jumpsuit and 
am now sitting here wearing jeans and a t-shirt. 
As the research has progressed I have learnt 
about the effect the jumpsuit has had on my 
practice and how it has informed the research 
projects I have designed. As time has progressed 
I have realised how much the jumpsuit has 
started to shape me, my practice and the way 
I move through the world. It has drawn my 
attention to how clothing can influence our 
relationships, encounters and everyday life 
experience. It has kept me actively participating 
and living my research. It is a barometer that 
has crossed different countries and social 
situations enabling me to reflect on its agency 
within social relationships and situations. 
The moments and feelings that occur in the 
jumpsuit inform my practice. Reflecting on 
my experiences I could say that each situation 
isolates and explores a facet from these 
interactions. Fig 1.1 attempts to map this out.
The large pink circle highlights the space in-
between. The space is intangible and responsive. 
It is a space where people potentially react and 
feel each other. I am interested in where, if and 
how fashion and clothing exist in this everyday 
encounter and how they are active in shaping 
or affecting this situation. You can see the title 
of each project; Jumpsuit Girl, Spotsville, Just 
Looking, Feelings of Undress and Wardrobe Swap 
relating to a certain area in the diagram. The 
projects have been used to study this interaction 
and to unpick components that might affect 
situations and provoke fashion feelings. 
38 39
Spotsville 
SCORE: 300 jumpsuits into a group of people. 
Spotsville explored what happens when a 
garment (that sits outside of what people in a 
community are wearing) is introduced. Three 
hundred spotty jumpsuits were distributed 
within both a small village Raghurajpur in 
India and at the National Gallery of Victoria. 
This project studied how the jumpsuits were 
adopted by a community and how it shifted 
the way people interacted and related to each 
other. This project put people into a jumpsuit to 
raise their awareness around the effect clothing 
can have on social interactions in everyday life. 
This showed that when people dress similarly 
they feel more connected to others dressed in a 
similar garment. People in spots waved to each 
other, danced and posed together. People who 
were not wearing a jumpsuit watched on. This 
project will be discussed in more detail in the 
chapter Fashioning Feelings (p. 78)
Just Looking 
SCORE: 25 different ways of looking into a 
group of people. 
Just Looking focused on how the simple act of 
looking can make another feel. Twenty-five 
ways of looking was performed by a team of 
actors who were introduced into the space. 
Their brief was to play their delegated character 
by looking at the visitor in various ways. This 
highlighted that at times it is not what we 
choose to wear but the way people respond to us 
that can shape the way we feel. Brenninkmeyer 
suggests “It becomes impossible to demystify 
fashion as long as the focus is on material 
objects” (Brenninkmeyer 1963, p. 6). It was 
through Just Looking that I began to explore the 
immaterial, intangible actions that come from 
people more deeply and how this can affect the 
way we feel in what we wear.
 
Feelings of Undress 
SCORE: Look, Touch, Undress—20 dancers 
into a group of people. 
Just Looking developed into Feelings of Undress. 
This project brought about a major shift in my 
research where I worked with a team of dancers 
and developed an open score. This project 
further explored what the feeling of undress 
could be and how this could be provoked 
through human interaction. In this case the 
dancers were not given set characters but an 
open score that invited improvisation and 
decision making from their part. This project 
will be discussed in more detail in Feelings of 
Undress (p. 125) 
Wardrobe Swap 
SCORE: My entire wardrobe in exchange for 
another person’s entire wardrobe. 
The final project Wardrobe Swap sent me on a 
mission to find one person who would be willing 
to swap their entire wardrobe in exchange for 
my entire wardrobe (which primarily consisted 
of jumpsuits). This was to give myself space to 
reflect on the jumpsuit experience, to re-feel 
what it was like not to wear it and to consider 
how it had impacted me and my life. I was also 
interested in how another’s wardrobe would 
impact me and how the jumpsuit would affect 
them. I met James in New York. We swapped 
wardrobes seven months ago. I discuss what has 
come about by doing this in Wardrobe Swap  
(p. 139).
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Fashion Feelings 
 
This chapter discusses emerging experimental 
fashion practices that work with audience 
participation. These practices are discussed 
in relation to my own practice, participatory 
art and theatre practices. This chapter further 
positions my work between fashion and art and 
discusses the crossovers and possibilities that 
this intersection enables.
Emerging Fashion Practice
Today, there are countless ways to make and 
practice fashion. In this PhD, I am looking at 
fashion practices that challenge and question 
our experience of fashion. Most of these 
practices invite participation from the audience 
and produce immersive environments through 
installation and performance. I am interested in 
exploring alternative ways to practice fashion 
that could potentially amplify and reveal the 
invisible, intangible workings of fashion that 
affect the way we engage and relate to each 
other.  Here, I consider the positioning of 
my research and reflect on where my work 
sits within this emerging field. Below, I have 
selected a number of fashion shows, exhibitions 
and practitioners who are challenging and 
expanding our experience of fashion.
Fashion shows
“It was not until the twentieth century that 
the fashion show, a distinctly theatrical 
phenomenon, came into being” (Evans 2013, 
p. 30). Fashion shows dating back to the early 
1900’s were presented in a salon environment 
where buyers would sit in close proximity to 
the ‘mannequins’ with the opportunity to stop 
them in their tracks for a closer look. As time 
progressed the physical distance between the 
audience and model distanced and the role 
of the audience and their opportunity for 
participation shifted. The fashion show became 
more choreographed with special lighting 
effects, music and staging. Models pounded an 
elevated platform with their steps thumping in 
time with the music. Although, this is not the 
case for all design houses, a fashion show today 
in the western world, is recognised as a long 
elevated platform with models walking along it 
to showcase a designer’s collection.
Viktor and Rolf, Martin Margiela and Walter 
van Beirendonck, and Berlin based label 
Bless (Desiree Heiss and Ines Kaag) among 
other contemporary designers (primarily 
European) have toyed with the experience of a 
fashion show by presenting their collections in 
restaurants, museums and through surveillance 
cameras, drawing the audience closer to their 
work and arguably giving them a new kind of 
fashion experience. 
When attending a Bless fashion show in 
autumn 2013, the invited audience would find 
themselves in an apartment amongst beanbags, 
pot plants, bed sheets, books, clothes in 
cupboards and other bits that come together to 
make up the world of Bless. Food and drinks 
were served from the kitchen and people 
wandering around the apartment were dressed 
in the new collection, No. 48 Presuture. Visitors 
could interact with their work in different ways 
in a real world environment by trying it on, 
sitting on a beanbag or helping themselves to a 
plate of food.
As well as showing their work in apartments 
and restaurants Bless also create exhibitions 
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in gallery and museum spaces that don’t 
necessarily involve clothes. No. 38 Windowgarden 
at Craft Victoria (Melbourne 2011) presented a 
number of Perspex boxes with plants in crochet 
pots sitting on top of piles of books. There was 
a dinner that accompanied the show where I 
spent five hours cutting pumpkins. Similarly 
to other fashion designers such as Bernhard 
Willhelm, preparing food and eating a meal 
together plays a central role in their creative 
practice. Like clothes, food brings people 
together. Artists such as Rirkrit Tiravanija and 
Gordon Matta-Clark are known for using food 
in their practice. Tiravanija cooks vegetable 
curries or pad Thai for people attending the 
museum or gallery,  suggesting “the food is 
but a means to allow a convivial relationship 
between audience and artist to develop” (Bishop 
2004 p.56). Within Bless’ apartment, studio 
and gallery space food is present and seems 
to play a central role in building relationships 
with staff and audience. Although food is not 
present in my practice, building relationship is. 
Relationships come about at all points of the 
creative process. Within Feelings of Undress we 
worked collaboratively where we feasted on 
ideas together. Sharing the ‘feast’ brought about 
trust, ownership and a team spirit among the 
group. Through sharing, the dancers developed 
a belief in the work, which is essential when 
working with an open score that relies on the 
interpretation of the performer.
For designers Heiss and Kaag of Bless, fashion 
is an experience, a way of living and being in 
the world. Their objects as well as their fashion 
shows encapsulate this, as they capture a 
feeling, a moment, a way of being with others 
in clothes in an everyday situation. Their shows 
put clothing into the environment in which 
they will inhabit after purchase. They invite the 
viewer to picture their clothes as part of their 
lives in a situation that might be a close reality 
for them. Breaking down the boundary between 
model, visitor and designer blurs the roles 
we play in the creation of fashion. This puts 
everyone on the same playing field and shifts the 
way people engage with each other. Similarly to 
my projects Spotsville, Just Looking and Feelings 
of Undress, the blurring of roles brought about a 
sense of community, a space where knowledge 
and responsibility were shared. It became more 
about relationships and an openness to react in a 
way you feel as opposed to following a script or 
playing an assigned role and keeping up an act. 
It was through the blurring of roles within my 
research that people connected.
Bless expands what a fashion practitioner 
does by showing their work in ways that could 
be seen as more closely aligned to immersive 
theatre or participatory art. Their approach is 
unique in the way they invite people into their 
practice and private lives. When visiting a 
Bless show one will become part of their world, 
however I question through my research—
how does this world affect people once they 
are in it and when they leave it? Their world 
could be considered another form of everyday 
life where one is participating in the creation 
of fashion. Without people participating, this 
world cannot exist. Similarly to my work, 
without participation the work does not exist. 
I am interested in working with participation 
as a way to explore how clothing, dress and 
fashion shift the social relations between people 
and how these interactions can affect the way 
we feel. By presenting a situation where the 
roles are blurred and people can participate 
in the work, perhaps a designer can begin to 
investigate the emotional experience of their 
work. 
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Fashion exhibitions
Fashion exhibitions at venues such as the 
Metropolitan Art Museum, New York, Victoria 
and Albert Museum, London or National 
Gallery of Victoria, Melbourne usually include 
clothes made by a designer displayed on 
mannequins in cabinets or on elevated plinths. 
There is usually a small caption naming the 
designer, year and a description of the fabrics 
used and often they are roped off or in glass 
cabinets. Although this mode of display might 
provoke the imagination—where one might 
imagine what life might have been like with 
this garment—displaying garments in this way 
removes a liveness, a feeling, an affect that 
came to life when a body engages with people 
and clothes in everyday life. By exploring 
fashion through participation (working with 
live bodies), one can begin to explore the social 
effects that surround the garment and the effects 
that activate our imaginations. 
Fashion curators such as Robyn Healy, Judith 
Clark, Amy de la Haye, Luca Marchetti, 
Nick Knight and Jose Teunissen have begun 
to challenge these more traditional modes 
of displaying fashion by offering exhibitions 
that focus on experience in different degrees 
and in different ways. In some cases these 
exhibitions don’t even display clothes suggesting 
that fashion is “beyond the objects that 
materialise it” (Marchetti 2007). Exploring 
fashion in this way opens up new opportunities 
and ways to experience, communicate and 
exhibit fashion. Fashion exhibitions such as 
these show installation, performance, video 
and photography. The fashion curators are 
curating experiences and inviting the public to 
participate in these exhibitions through lived 
and sometimes immersive experience. Fashion 
curators are responding to the type of work 
fashion designers are producing saying that 
“today’s designers are no longer searching 
for an ‘authentic’ style that references their 
origins; their main concern is to critique the 
present fashion system” (Teunissen 2014, p.14). 
To do this, designers such as D&K (Ricarda 
Bigolin and Nella Themelios) and Antoine 
Peters are working with other mediums such as 
performance, to question, critique and explore 
how fashion is affecting our world, environment 
and race.
When part of The Future of Fashion is Now, 
my work was curated alongside fashion 
practitioners Viktor and Rolf, D&K, 
Christophe Coppens, Elisa van Joolen among 
others who were exploring methods such as 
installation, performance, toy making and 
video to explore, interrogate and expand 
fashion practice. Presenting my work within 
a curated environment gives it context but 
also contributes to this new approach in 
contemporary fashion practice. Bringing these 
people together demonstrates that fashion 
practice is evolving and curators and designers 
are responding to this primarily within the 
gallery/museum environment. Arguably it 
is through the exhibition that contemporary 
fashion practitioners are voicing how fashion is 
changing and what the future of fashion might 
look like.
Marchetti and Quinz’s exhibition Dysfashional 
(2007), Knights SHOWstudio’s Fashion 
Revolution (2009), Jose Teunnissen’s The 
Future of Fashion is Now (2014) and a 
performance by Saillard, Cloakroom (2015) are 
of particular interest to my research as these 
performances and exhibitions expand fashion 
practice by creating fashion experiences that in 
some cases invite audience participation. 
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Dysfashional (Luca Marchetti and Emanuele 
Quinz) 2007
In 2007 Marchetti and Quinz came together 
to curate Dysfashional. They were interested in 
“talking to fashion, through fashion, of fashion 
about fashion” (Marchetti 2009), by presenting 
a series of points of view on fashion by people 
involved in the industry. Marchetti refers to 
Hussein Chalayan’s Airmail Dresses (2004) as 
a sort of manifesto for the exhibition. “Clothes 
and fashion are a vehicle of something that is 
more than just the body. And the idea to turn 
clothes into a mail envelope conveys the idea 
that fashion and not only clothes, not only 
products, fashion is with us and accompanies 
us through our life and through our experience 
which is something more complicated than 
life” (Marchetti 2009). It is the way in which 
Marchetti and Quinz explore fashion through 
experience within this exhibition that is of 
particular interest. Here, they present fashion 
as installation, video, performance and mail, 
which builds on the field of fashion in quite a 
provocative way. Alongside the Airmail Dresses 
there are two installations in this exhibition that 
are particularly pertinent.
The first—Cubismes by fashion practitioner 
Gaspard Yurkievich—presented a neon cube 
that altered the temperature of the space 
and this affected the viewer’s experience. 
Yurkievich’s starting point for this installation 
was to create a space that altered the viewer’s 
emotional state of mind. He says “when 
presenting my work in an exhibition, I try 
to recreate a state of mind, an atmosphere, 
without creating ‘museum clothes’ or a series 
of photos” (2007 p. 45). The idea of recreating 
a state of mind through installation within a 
fashion exhibition questioned the experience of 
clothing, dress and fashion in relation to a way 
of thinking or being.
The second installation—P.S. (Post Scriptum) 
conceived by Luca Marchetti and Emanuele 
Quinz—was the ‘conceptual core’ of 
Dysfashional, a space focusing on “the mingling 
of identities and bodies linked to actions of 
dressing and undressing” (Marchetti 2007, p. 
5), and designed by architect Philippe Rahm to 
house five performances by five choreographers. 
This project is interesting in that it brings 
performance into the fashion exhibition. 
Strangely, the choreographers were asked to 
produce a performance using a garment as a 
starting point whereas the rest of the exhibition 
used fashion as a starting point. Automatically 
the object became the focus of the performances, 
going against what Marchetti and Quinz had 
originally set out to do. This kept the focus 
on the visual as opposed to the experiential. 
Describing the space and its function, Marchetti 
states “this peep show room projects light on the 
audience and not on the performer. So you are 
asked to participate. You are watching but you 
are on stage and fashion is also about being on 
stage” (Marchetti 2007, p. 5). The room was an 
oval shape with lights shooting out like daggers 
towards the audience. Although this was an 
invitation to participate or to highlight the fact 
that fashion is something that we all participate 
in, the structure was aggressive, pushing the 
audience further away from the performer, 
creating a barrier. If anything, this kind of 
structure alienates the audience like rabbits 
in the headlights, making a clear distinction 
between audience and performer. 
Although the dagger-like lighting lit up the 
audience they remained outside the circle 
and if anything this potentially stagnated 
participation. I believe the visual structure of 
the performance space dominated the social 
interaction and performance taking place. It 
was the centerpiece of the show and as such was 
heavily focused upon. Perhaps removing the 
dagger-like structure could have resulted in a 
stronger performance with a greater invitation 
to participate. The choreography or division 
of the space could have been achieved through 
dress. Particularly because the performers were 
wearing costumes based on the garments given 
to the choreographers.
Dysfashional is an important fashion exhibition 
as it proposes installation, performance and 
video as forms of fashion. It specifically did 
not exhibit clothing to highlight the immaterial 
qualities of fashion. It is important that the work 
in this show is positioned as fashion to expand 
what fashion is and what a fashion practitioner 
might do. This exhibition suggests that fashion 
is something that is experiential and affects 
the way we engage with the world, however I 
take the position that these concepts have the 
potential to be pushed much further.
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Olivier Saillard and Tilda Swinton Cloakroom 
2015
Over the past three years Saillard and 
Swinton have collaborated on a number of 
performances. Their most recent, Cloakroom 
(2015) is of particular interest to my research 
as this performance invited participation from 
the audience. The audience was seated facing 
Swinton who played the role of a cloakroom 
assistant. Here, the audience was invited to 
hand their jacket over to Swinton in return 
for a ticket with a number. Each jacket 
provoked a different response from Swinton. 
She improvised and performed acts such as 
dancing, hugging, kissing, throwing and folding 
the jackets. She said, “every piece of clothing 
provokes a relationship. For me the piece is 
about relationships. Within every garment 
there’s a whole new friendship, a whole new 
kind of energy that strikes up” (Swinton 2015). 
While Swinton played with the jacket the visitor 
watched on, perhaps feeling traces of what 
Swinton was doing to their jacket themselves, 
a new kind of relationship came about for 
them too. Perhaps in this moment visitors 
felt emotions from Swinton toying with their 
jacket that may have ranged from excitement 
to embarrassment and shame. At some points 
during the performance Swinton would sniff or 
even lick the person’s jacket. 
During the performance Swinton was toying 
with a piece of the audience, a piece that they 
felt connected to, a piece that to some extent 
represented them. By setting up a situation 
such as this, it gives the audience space to 
consider the relationship they have with their 
clothes and the sorts of emotions that can be 
provoked through clothes. Swinton suggests, 
“maybe the interesting thing about clothes is 
that people live in them, and that there’s nothing 
else really to be said, and so it’s trying to trace 
that and concentrate on that, and to honour our 
clothes, rather than Coco Chanel or Napoleon 
or anybody else. Actually our clothes” (Swinton 
2015). This is one of the most provocative parts 
of this work in that it works with the audience’s 
clothes by giving them space to consider this 
relationship. Working with peoples’ clothes 
as opposed to a bunch of jackets from the 
museum archive provokes emotion; it brings 
about feeling and amplifies the relationship and 
emotional connection we have with our clothes. 
This showed the personal relationship we might 
have and how another person might build a new 
relationship with our clothes based on what 
they might feel or see in it. Demonstrating this 
in front of the owner of the coat brought about 
an awareness of these feelings and amplified the 
relationship they have with their clothes.
This work is of interest to my research as it 
involves participation from the audience and 
works with their clothes to explore relationships 
and affect. At times, the impact our clothes have 
on our everyday life might be invisible as clothes 
seem to be implicit in our everyday life, like an 
arm or leg, they are part of us. A work like this 
brings the person, ‘us’, ‘we’, the people who 
create and participate in fashion everyday to the 
fore. It reminds us that our clothes do play a big 
role in shaping who we are and how we engage 
with the world. As Joanne Entwistle says “dress 
is the way in which individuals learn to live in 
their bodies” (Entwistle 2000, p. 45). Cloakroom 
demonstrates how performance, live art and 
theatre can be used to make the invisible, visible 
and felt. This performance visits a very intimate 
space that highlights the kinds of emotions 
related to clothes, reminding us that they are 
part of us and our identity as “these (touches 
clothes) … become the vehicle that is more 
than just a body but all the complexity of our 
human(ity)” (Marchetti 2009).
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 SHOWstudio: Fashion Revolution (Nick Knight) 
2009
SHOWstudio has had a big impact on the fashion 
industry by solidifying film as a mode of fashion 
practice. Since the birth of SHOWstudio (2000) 
they have directed over 300 films for designers. 
This number in itself shows the growth of film 
within fashion and how it can be used to voice 
something more or other about a collection 
or design practice. This exhibition is pointing 
towards the future as a proposition of what the 
future of fashion practice might be.
“What I’m trying to say in general with the 
exhibition is that there’s been a revolution in 
fashion that things are fundamentally changed 
how fashion is communicated and how the 
commerce of fashion is done. How people 
interact with fashion. In the last ten years it 
has changed 100%” (Knight 2009). In this 
exhibition Knight draws from his practice to 
present a number of video, performance and 
interactive works that show the process of a 
fashion photo shoot, the making of a garment 
and the impact the digital world is having on 
the communication and experience of fashion. 
Through this exhibition Knight says, “I’m just 
reacting to what I see and what I live through” 
(ibid).
The majority of the works in this show are 
participatory. They invite visitors to contribute 
to the show by digitally drawing onto a life 
sized mannequin of Naomi Campbell, having 
a conversation with a model styled by Simon 
Foxton, watching a SHOWstudio photo shoot 
through a two-way mirror or posing for a 
photograph at a casting booth.
The journey begins at the entrance where the 
visitor walks into a mirror room where they 
are asked to reflect on themselves. Knight says, 
“the first exhibit of the show is to let people see 
themselves. This is really important for people 
to realise what they dress in, what they wear, 
what they decided to put on this morning, is 
actually a very important statement” (ibid). 
By drawing attention to the visitor, the person 
begins to realise that they too are actively 
playing a role in the creation of fashion. To me, 
this is the most exciting part of the exhibition. It 
is a moment where the visitor is invited to look 
at themselves, to consider what they are wearing 
and how they might contribute to fashion. This 
work removes the designer and the collection 
that one might usually find oneself in front of 
at a fashion exhibition and replaces it with a 
mirror. Suggesting that the visitor is a big part 
of what could be a fashion revolution.
This brings me back to my own work with the 
Catwalk Fash Mob (2013) where the Bourke 
Street Mall was transformed into a catwalk 
fashion show. This work put the public into 
the spotlight suggesting that it is the reactions 
and responses from the people around us that 
shape the way we feel in what we wear and 
this informs the choices we make. Knight’s 
mirror does this too. It puts the public into the 
spotlight, which coming from Knight who has 
worked with some very well known designers 
and models is quite a bold move. Here he is 
saying that all sorts of people come together 
to make up fashion and you, the public are 
participating too. 
Knight’s exhibition reiterates Swintons’ 
sentiment that people live in clothes, and 
perhaps informs the future of fashion practice. 
By inviting people to participate it begins to 
amplify the fact that we are all participating by 
wearing clothes and together we create fashion.
Knight’s mirror invites the public to participate. 
It puts them into the spotlight and invites them 
to reflect on themselves, what they are wearing 
and how this might contribute to fashion. 
Knight says, “it is my belief that fashion is 
completely capable and should be expressing 
political thought” (Knight 2009), and perhaps 
film, installation, performance is one way of 
doing this.
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The Future of Fashion is Now (Jose Teunissen) 
2014
The Future of Fashion is Now presented 58 fashion 
designers from all over the world. Hussien 
Chalayan, Comme des Garcons, Lucy and 
Jorge Orta, Martin Margiela, Iris van Herpen 
and Viktor and Rolf were among some of the 
more established designers in the show. The 
exhibition focused on what the future of fashion 
practice might be by encouraging designers 
to present installations, films, photography 
and performances suggesting that the way we 
experience fashion is evolving. 
I was invited by José Teunissen to create a 
performance for the opening night that would 
be filmed and exhibited for the duration of 
the exhibition. My work sat alongside three 
other designers D&K, Olek (Agata Oleksiak), 
and Antoine Peters who were also presenting 
performative components as part of their 
installation. There were four performances 
in this exhibition, which has doubled since 
Teunissen’s previous fashion exhibition The 
Art of Fashion: Installing Allusions (2009). Being 
invited to present a new work as part of this 
exhibition suggested that perhaps my practice is 
contributing to the future of fashion practice or 
is giving some indication of what future fashion 
practice might be. The performance I presented 
for this show was participatory. It involved 
working with a team of dancers who interpreted 
an open score that invited them to interact with 
visitors through observation, touch and dress. 
This work entitled Feelings of Undress, will be 
discussed in more detail in the next chapter. 
Teunissen curated The Future of Fashion is 
Now in response to what she and her team saw 
emerging within fashion practice. She says, 
“it’s a time that is inciting young designers to 
innovate and to re define what fashion is” (2014, 
p. 17). And by bringing these designers together 
one can begin to feel what this new definition 
might be. She hints, “today’s fashion designers 
show striking similarities with what Bourriaud 
calls the ‘alter-modern artist” (ibid). Bourriaud 
describes alter-modern as, “the experience of 
wandering in time, space and mediums … it 
is like a dream catcher of what modernism is 
to come” (2009). It is a new movement that 
is not concerned with the past, but with the 
future. Teunissen takes this further by asking 
the question, “alter-modern designer who asks 
questions about the future: where are we headed 
in society?” (2014, P.17) The Future of Fashion 
is Now suggests that the contemporary fashion 
designer is more concerned with politics, society 
and community. She says, “the photo or outfit 
will no longer suffice; the contents and meaning 
of the work must also be explained by means of 
the revealed thought and construction process 
and the background stories. Performances, 
films and installations are the ideal media for 
this work” (ibid). This statement suggests that 
fashion is taking a turn and other mediums 
such as performance, installation and video 
are expanding but also blurring what a fashion 
practitioner does and what the future of fashion 
might look like.
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Participatory Art and  
Theatre 
In relation to my practice, what I am exploring 
here are practices that involve participation 
from the audience. Actors, facilitators and 
interpreters mingle in amongst the public and 
things that are already happening to amplify 
or reflect on the world in which we live. In 
my practice I draw from these methods to 
study fashion. These methods give me tools to 
explore the presence of fashion within social 
relationships. The following practices rely on 
and are created through human interaction. 
In most cases, the audience comes first and 
foremost and the work is created around the 
types of feelings, emotions and concepts the 
artist or director wishes to convey. 
Immersive theatre 
“What is required is a theatre without 
spectators, where those in attendance learn from 
as opposed to being seduced by images; where 
they become active participants as opposed to 
passive voyeurs” (Ranciere 2009). 
In the early 1960s Brazilian theatre maker 
Augusto Boal developed the Theatre of the 
Oppressed (TO)—a series of workshops and 
theatre shows that blurred the line between 
spectator and actor. It was here that he coined 
the term spect-actor a term Jacques Ranciere 
also refers to in his book The Emancipated 
Spectator (2009). Boal developed a number of 
techniques that came together to make up TO. 
Each technique explored a different area of 
theatre and ways the line between audience 
and actor could become invisible. For example, 
Forum Theatre (1960s) invited audience 
members to intervene in the performance by 
walking on stage to demonstrate how they 
would like the story or performance to play out. 
Invisible theatre (1960s) intervened in public 
space by brining actors to the streets to perform 
in amongst and merge with the happenings of 
everyday life. An example of this could be a 
heated argument where actors will encourage 
bystanders to become involved in the scene. 
Boal’s goal was to bring people out of their 
downtrodden everyday lives to act out things 
that were oppressing them, by doing this, TO 
aimed to bring the power back to the people 
and to push participants towards taking political 
action. Here, performance was used as a means 
to reflect on and transform the reality in which 
they lived. One could say that the motivations 
of TO share similarities to The Situationists 
in that they both aimed to bring power to the 
people. The Situationists used techniques such 
as dérive to encourage people to consciously 
observe the affects of their environment. By 
taking part in a dérive—discussed in detail 
in Fashioning a Situation p. 72—people were 
encouraged to see beyond what Debord referred 
to as the spectacle. By employing participation 
in my practice I aim to reveal how fashion 
might affect us socially and emotionally through 
lived experiences. Through situations such as 
Spotsville (discussed in detail p. 87) people felt 
empowered by stepping out of their comfort 
zone (situation) and doing something they might 
not have done otherwise.
Similar to Boal, I aim to eliminate barriers 
between actors, dancers and visitors to study 
the relations between people. However, I have 
found that this is challenging when working 
with garments and actions as the knowledge 
of what those actions are can create a division 
between those that know and those that learn to 
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know through those that do. 
In the 1960s Boal was not the only one who 
attempted to knock down the fourth wall—the 
imagined wall that separates actor from the 
audience. Allan Kaprow’s Happenings (1957) 
also aimed to bring the audience and actors 
together: 
“Happenings invite us to cast aside for a 
moment these proper manners and partake 
wholly in the real nature of the art and life. 
It is a rough and sudden act, where one often 
feels ‘dirty’, and dirt, we might begin to realize, 
is also organic and fertile, and everything 
including the visitors can grow a little into such 
circumstances” (Kaprow 1960). 
When taking part in Kaprow’s Happening 
one might find themselves licking jam off a car 
(Women Licking Jam off a Car 1964), building 
a house from ice (Fluids 1967) or carrying 
chairs down the street and sitting on them 
here and there (Pose 1969)—each involving 
heavy participation from the visitor to make 
the work happen. There was no direction and 
the outcome was unpredictable. The works 
were generated through action, with people 
following each other. They were usually one-off 
occurrences. Kaprow describes Happenings as 
“a game, an adventure, a number of activities 
engaged in by participants for the sake of 
playing … Events that, put simply, happen” 
(Kaprow 1960). The Happenings usually 
took part in public spaces and could be said 
to share similarities to Flash Mobs or Improv 
Everywhere today.  Happenings threw a 
spanner in the works of our everyday life and 
this created space for people to get dirty and 
grow. 
Today, Flash Mobs, Immersive theatre, 
Interactive theatre and live art are among 
some of the terms used to describe immersive 
or experience based work that involve 
participation from the audience in a theatre 
space or context that aim to abolish the fourth 
wall. Some of my projects such as Spotsville 
(2014) that released three hundred spotty 
jumpsuits into a group of people and Just 
Looking (2014), where people were immersed 
or surrounded by actors who looked at them, 
have been described as immersive by the people 
who participated in them. Immersive theatre has 
been described as a space where “the audience 
are not passive bystanders, rather, they are part 
of the story, however small their role may be, 
they are in the middle of the action” (Space 
2016).
Groups such as You Me and the Bum Bum 
Train (Kate Bond and Morgan Lloyd, 2004), 
This is not a Theatre Company (Erin B 
Mee and Jessie Bear 2013), Triage Live Art 
Collective (Katerina Kokkinos-Kennedy 2009) 
and Punch Drunk (Felix Barrett 2000) create 
immersive theatre experiences that involve 
significant participation from the audience. At 
times these shows are designed for an audience 
of one where people are invited to step out of 
their comfort zone to become part of the show.
Alongside these groups there are festivals such 
as FOLA (Festival of Live Art) in Melbourne, 
PERFORMA in New York, LOST Live Art 
and Music Festival in London, Dublin Live Art 
Festival and venues such as New York Live 
Arts that are specifically designed to attract 
and showcase this type of work. Works such 
as Hotel Obscura (Triage Live Art Collective 
2016), Sex and Death (Samara Hersch 2016), 
Onstage Dating (Bron Batten 2016), The Naked 
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Self (Tanya Dickson and Michele Lee 2016), 
each brought the audience into a confronting 
situation where they had an intimate encounter 
with an actor/stranger in an isolated space. 
This kind of work gives the audience a one-
off experience where they feel real emotions 
and at times have unforgettable experiences. A 
person who participated in Feelings of Undress 
(2014) said, “I was nervous in the beginning 
… what am I doing walking around naked 
with all these people in a museum? But that 
disappeared very quickly and became the most 
normal thing in the world.” In the situations I 
develop people find themselves doing things 
they might not otherwise do and it is here that 
they might learn something about themselves or 
the ideas being explored. In everyday life we are 
constantly participating in situations. However, 
participatory art and theatre works give us the 
opportunity to step into a safe space where we 
can be vulnerable and let ourselves go to take 
risks, trust and hand ourselves over to an artist 
that might teach us something about ourselves 
or the world.
Berlin label Bless and Saillard’s performance 
works are the closest examples I have found 
to fashion practitioners practicing in ways 
that share similarities to Immersive theatre. 
Cloakroom (2015), shares some similarities to 
Forum theatre in that the audience directly 
interacts with Swinton on stage by cloaking 
their coat, however, unlike Forum theatre, their 
actions were not interventions, but were part of 
the performance and this made the performance. 
To some extent they were following a script 
and behaving in a way they thought they 
should behave when cloaking their jacket. The 
audience was working with the performance, 
going along with what Swinton and Saillard had 
set out to do. Bless on the other hand, created 
a space that was open—people could just be. 
Similar to Boal’s Invisible theatre the models 
were woven in amongst the cooking and friendly 
interaction in their apartment. The forth wall 
that can come about with most fashion shows 
had dissolved. Everyone in the room was equal 
and this integrated their collection into everyday 
life. Here, the visitors had the opportunity to 
touch, try on and develop a relationship with 
the clothes and to experience how they might 
become part of their own life. I work with 
participation to give people an experience where 
they feel the effects of clothing and fashion 
through social experiences. My project Spotsville, 
invited 300 people to wear a jumpsuit for a day. 
It was important that they wore the jumpsuit 
beyond the gallery as this is where they would 
experience how a jumpsuit might affect their 
everyday life. Similarly to Bless’ No. 48 Presuture, 
people hung out and could just be in any way 
they wished to be in the jumpsuit.
The techniques used to create Immersive, 
Interactive, Invisible or Forum theatre present 
opportunities for fashion practice. It could be 
said that fashion is already a kind of Invisible 
theatre. It constantly shifts, intervenes and 
changes our day-to-day lives, but, because it 
is so embedded in our lives we can forget or 
become immune to the way that it affects the 
way we relate and engage with each other. 
Participatory theatre offers techniques such as 
audience participation where their engagement 
with each other offers an opportunity where the 
invisible can be made visible. By working with 
participation, an awareness of the social affects 
of fashion can be brought to the fore. Giving 
people a different kind of fashion experience 
and awareness. Like Knight’s Mirror (2009), 
these theatre techniques put a mirror in front 
of us. There is potential for people to “realise 
what they dress in, what they wear, what they 
decided to put on this morning, is actually a 
very important statement” (Knight 2009).
Participatory art 
Participatory art invites people to participate 
in the making of a work. Generally the art 
cannot be made without participation from the 
audience. Usually these works aim to reveal to 
the participants something about themselves 
or the world in which we live. They set up a 
situation that can involve actors, facilitators, 
objects and space. There can be a set of rules 
or guidelines that accompany the participants’ 
experience. 
Artists such as Marina Abramovic, Tino Sehgal, 
Rirkrit Tiravanija, Jason Mailing, Tania 
Bruguera, Jeremy Deller and Peter Burke make 
participatory art. They work with their audience 
in public space—usually within a gallery or 
museum environment—to construct situations 
where the public participates in the making of 
the work. The work might involve cooking a 
meal (Tiravanija, Untitled (free) 1992) or locking 
eyes with the artist (Abramovic, The Artist is 
Present 2010). Each work involves different 
degrees of participation, but each relying on the 
audience to make the work.
Participatory art crosses over with other art 
forms such as relational art (1998), socially 
engaged art (2005), community art (1967) 
and new genre public art (1994), which all 
involve some level of participation. Relational 
aesthetics is a term coined by Nicolas Bourriaud 
in 1998 who presented an exhibition entitled 
Traffic (1996) at musee d’art contemporain de 
Bordeaux, France. Here Bourriaud brought 
together a group of artists whose work was said 
to be relational. Artists such as Liam Gillick, 
Rirkrit Tiravanija, Phillippe Parreno, Pierre 
Huyghe, Carsten Holler, Vanessa Beecroft 
and Gillian Wearing were included in this 
exhibition where the public could eat a meal 
from Tiravanija’s kitchen, move around Gillick’s 
architectural space or watch on as Beecroft’s 
models attempted to hold their pose. Each artist 
suggesting that the public or audience play a 
significant role in the creation of their work. 
Gillick states, “my work is like the light in the 
fridge, it only works when there are people 
there to open the fridge door. Without people, 
it’s not art—it’s something else—stuff in a room” 
(2003). Bourriard describes relational aesthetics 
as “the realm of human interaction and its 
social context, rather than the assertion of an 
independent and private symbolic space” (2002, 
p. 14.). Which in a sense could be applied to 
participatory art. It could be said that all art 
requires a level of participation whether it is 
observing a painting, to helping Tiravanija in 
the kitchen, to making eyes with Abramovic; 
however these varying modes of participation 
demand different things from the audience 
as participatory art needs bodies, people to 
participate to make the work. 
By participating in the creation of a work people 
can become emotionally invested and take on 
a sense of responsibility over the experience of 
others. While participating in Abramovic’s work 
In Residence (2015) at pier 2/3, I sat and made 
eye contact with strangers for over three hours. 
This was the first time I had done anything like 
this in my life and although it was a simple act, 
it was challenging. This participatory experience 
64 65
offered a safe space for new experiences 
where I could connect but also challenge 
myself personally. This work along with other 
participatory artworks create a lived experience 
where people experience and feel through 
the process of making the work. Applying 
participation as a method to fashion practice 
creates a new way of thinking about my work as 
a fashion designer and creates space where the 
social impact of fashion can be explored and felt 
through human interaction. 
As mentioned earlier, Teunissen refers to 
Bourriaud in her most recent exhibition The 
Future of Fashion is Now. She explores and makes 
connections between what Bourriaud refers to 
as the Altermodern artist (2008). Bouncing off 
Bourriaud within a fashion context provides a 
foundation to build upon that not only expands 
and makes connections between fashion and art 
but also provides a moment for the relational 
characteristics that are implicit within fashion to 
be revealed. 
However, Bourriaud’s theory around relational 
aesthetics has been built upon by Bishop who 
critiqued Bourriaud’s relational aesthetics 
stating that “I am simply wondering how we 
decide what the ‘structure’ of a relational art 
work compromises” (2004, p. 65) and that 
“it is no longer enough to say that activating 
the viewer tout court is a democratic act, for 
every art work—even the most ‘open-ended’—
determines in advance the depth of participation 
that the viewer may have with it” (ibid p.78). 
Later, Bishop went on to write Artificial Hells 
(2012) that was an extension of her earlier book 
Participation (2006). In her October Magazine 
(2004) article she brushes over a number of 
terms that are used in the art world today to 
refer to art that involves participation from the 
public. Eventually Bishop gives preference to 
the term participatory art, that first came about 
when Richard Ross wrote, “these artists bear 
the responsibility to the community. Their art 
is participatory” (1980). Bishop says, “today’s 
participatory art … tends to value what is 
invisible: a group dynamic, a social situation, 
a change of energy, a raised consciousness. 
As a result it is an art dependent on first hand 
experience, and preferably over a long duration” 
(2012, p. 6). 
In the context of this PhD the term 
participatory art is favoured as opposed to 
relational art as it is the way in which Bishop 
refers to as the invisible—a group dynamic, a 
social situation, a change of energy, a raised 
consciousness—that shares similarities to the 
way in which sociologists such as Kawamura, 
Brenninkmeyer, Konig and Simmel suggest 
that fashion is “the invisible elements included 
in clothing” (Kawamura 2005, p. 4) and that it 
not only affects the human body but also “all 
its modes of expression” (Konig 1973, p. 40). 
It is through participation that I interrogate 
these belief perspectives through practice. 
Participatory art and sociologists who write 
on fashion both seem to discuss the invisible in 
relation to social interaction. Addressing the 
invisible within fashion practice is an area that 
is still yet to be interrogated, however, working 
with participation could be one way to access 
these invisible affects of fashion.
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Fashion and Participation
Participation. If we just look at this word 
in isolation it is present in everyday life and 
most certainly within fashion.  Fashion could 
be considered to be the ultimate form of a 
participatory practice as fashion is created 
through participation from a community and 
without it, fashion cannot exist. Like art there 
are varying modes or levels of participation 
within fashion practice and at times this 
can be taken for granted. Terms such as 
participatory art draw our attention to the 
presence of participation in art and can present 
opportunities to work with people as a way of 
making fashion. In my practice I work with 
participation to give people an immersive 
experience that reflects on and reveals how 
fashion, dress and clothes might affect the 
way we relate to each other. It is through the 
relationships between those participating that 
the situation manifests itself and arguably 
fashion comes about.
Fashion practitioners such as Otto von Busch 
(Fashion Hacktivism 2008),  Tullia Jack (The 
Great Unwashed 2011) and Tania Splawa-
Neyman (Summer Gleaning 2013) have caught 
onto working with participation to co-create 
garments, however, working with participation 
to explore what Bishop refers to as the 
invisible within fashion, is a new area to be 
interrogated. Practitioners mentioned earlier 
such as Marchetti are beginning to approach 
the invisible through practice, however, 
the experience of fashion that is potentially 
generated through human relations presents a 
lot of scope to be interrogated much further. 
Participation offers methods to work with 
people to explore and experience the invisibility 
of fashion. It presents an opportunity to reveal, 
amplify and make the invisible aspects of 
fashion visible. Unlike Bourriaud who “does 
not reflect on society but produces it” (Bishop 
2004, p. 63), I work with participation to reveal 
and reflect on how fashion already exists within 
society as well as how fashion can shape social 
relationships and perceptions. Interrogating 
the affects of fashion has brought about new 
methods to practice fashion. These methods do 
not so much make fashion but bring about a 
way to feel the immaterial, invisible qualities of 
fashion.
Participation is a method that already exists 
within fashion as it is through our participation 
that fashion is arguably made. One could 
say that fashion is constantly at play in every 
situation we find ourselves in. Understanding 
how we participate in fashion and how our 
participation affects the way we feel and relate 
to each other has been at the forefront of this 
research project. Fashion practitioners such as 
Marchetti do not discuss participation as being a 
mode to create fashion, rather, using the word to 
describe a way of experiencing the work:
“The participation of the public, substituting the 
position of simple observer, becomes a form of 
performance in which what happens, is not as 
important as the experience. The fact that we 
are sharing a space and a time, we’re apart of 
an event, we are creating a community. In this 
context clothes take on a different value: they 
become interface” (2009).
Like myself, Marchetti along with Saillard work 
with people and consider their experience in 
the making of the work. However, participation 
from Marchetti and Saillards’ perspective is not 
used as a method to interrogate, understand or 
feel fashion, rather it is a way of being with  
the work.
Sociologists Kawamura, Konig and 
Brenninkmeyer allude to the making of 
fashion as something that is participatory. 
“Fashion is not created by a single individual 
but by everyone involved in the production 
of fashion, and thus fashion is a collective 
activity” (Kawamura 2005, p. 1). Although 
these sociologists describe fashion as a “social 
production process” (ibid), the way in which 
this process comes about through affect and 
feeling in relation to how fashion affects the 
social relations between people is still an area to 
be investigated. By working with participation 
I propose that one can begin to reveal the 
invisible, intangible affects and feelings that 
come about during this collective activity.  
68 69
Performance vs Situation
Artist Tino Sehgal is known for his constructed 
situations that primarily occur within gallery 
and museum spaces. Sehgal works with a 
team of interpreters who interpret his script or 
score to a live audience who quickly become 
participants. Sehgal’s work heavily relies on 
the presence of an audience for his work to 
exist. Over the years I have been lucky enough 
to experience Sehgal’s work first hand. Each 
work was quite different and offered various 
degrees of participation. The Kiss (2005), 
reinterpreted at the Stedelijk Museum in 2015, 
presented a couple rolling around in the dark 
kissing. I shuffled along the wall watching on 
with a group of other spectators as they made 
out. Feeling like a group of creepy voyeurs, 
our job was to look and listen. Every 10 
minutes amongst the sloppy mouth noises, the 
interpreters would say “Tino Sehgal, The Kiss, 
2005”. Reminding the visitors that this is a Tino 
Sehgal work. Each time the title of the work 
was voiced I was sucked out of the moment 
to be reminded that this was an artwork I was 
participating in.
Another work titled This Variation (2012), also 
presented in 2015 at the Stedelijk, presented 
a group of approximately 12 dancers or 
interpreters dancing, singing and speaking. 
Here, I was taken by the hand and led into a 
dance. I was watched in close proximity and 
spoken to. Their actions provoked action in me 
to get up, step out of my comfort zone and join 
them. Sehgal states, “when you enter my work, 
you are constructing it” (2004). At times it felt 
their actions revolved around mine—I was 
participating but was I constructing Sehgal’s 
situation?
Sehgal insists that his work must be referred 
to as constructed situations. Although he also 
states “that it is not really possible to construct 
a situation because of its open character” 
(ibid). Situations, according to Sehgal, are 
often constructed by convention. He dislikes 
the word performance “for its connotations of 
achievement and firmly insists that his pieces 
be referred to as contemporary visual art or 
constructed situations” (Bishop 2005, p. 18). 
Performance art could be closely related 
to Sehgals situations. MoMA (Museum of 
Modern Art) describes performance art as 
“the artist’s medium is the body, and the live 
actions he or she performs are the work of art 
… Performance art usually consists of four 
elements: time, space, the performer’s body, and 
a relationship between audience and performer” 
(2016).  Artists such as Marina Abramovic, 
Gilbert and George, Yoko Ono and Chris 
Burden consider themselves to be performance 
artists. Their work usually involves an audience 
watching on as they perform. At times works 
such as Ono’s Cut Piece (1964) or Abramovic’s 
Rhythm O (1974) invite the audience to 
participate in the work by interacting with the 
artist’s body. One of Sehgal’s early work Twenty 
Minutes for the Twentieth Century (1999) involved 
him dancing in front of an audience—similarly 
to these artists—this work could have been 
considered a form of performance art. I too use 
my body in my practice, while out and about 
in the street in a jumpsuit one might consider 
this to be a kind of performance art. Artist and 
designer Leigh Bowery is another example 
of this type of performance artist where he 
also walked the street in outlandish clothes, 
and says “sometimes I’d be dressed up and it 
was so extreme that there was a performance 
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going on without me even knowing it” (1990). 
However, performance art does not always 
involve the body of the artist, works by 
Abramovic 512 hours (2015) at the Serpentine 
gallery involved participation and performance 
from the public. Ono’s exhibition One Woman 
Show 1960-1971 at MoMA (2015) invited 
visitors into a room where they could touch 
each other. These works could be more closely 
associated to Sehgal’s more recent works, but 
are they situations? Performance art seems to 
include similar elements such as improvisation, 
human interaction and a group of performers 
or interpreters, however, perhaps the main 
difference between a performance artwork and 
Sehgal’s situations is time. Sehgal’s works do 
not have a start or end time as the situation is in 
action as long as the venue is open.
As mentioned earlier the area of performance 
within fashion exhibition is an emerging field 
that is quickly building momentum. Following 
the fashion exhibitions mentioned earlier, 
this field continues to grow with exhibitions 
specifically designed around the concept of 
fashion and performance. Last year, Jessica 
Bugg and Anna-Nicole Ziesche brought Fashion 
and Performance: Materiality, Meaning, Media 
from the Arnhem Mode Biennale (2013) to 
the RMIT Design Hub (2015). This show 
presented video documentation of fashion 
performances but also housed a series of 
live performance events including a work by 
Margret Wibmer Time Out (2015) and myself 
Adjust (2015). The impressive collection of 
works exhibited in this show demonstrated 
the evolving relationship between fashion and 
performance. Bugg says that “this exhibition 
is not a full overview of contemporary practice 
at the intersection of fashion and performance 
but it does demonstrate the importance and 
diversity of this area of practice at this point in 
time” (Bugg 2015, p. 2). Around the same time 
the Polimoda International Institute of Fashion 
Design and Marketing in Florence hosted the 
international fashion conference International 
Foundation of Fashion Technology Institutes. 
I have attended many fashion conferences, 
however, this one was quite different as 
the program presented a performance and 
exhibition series. Along with myself, fashion 
practitioners Clemens Thornquist, Lisett Ros, 
Gary Needham and Yvonne Trew presented 
performances that included wearing a gimp 
mask or sitting in an office environment 
for the duration of the conference. Fashion 
practitioners and curators such as Linda Loppa, 
Marchetti, Teunissen and Bugg are curating 
space for fashion performance and exhibition 
where it is becoming a mode of fashion practice 
in itself.
 In my practice, I have moved between the 
words situation and performance to describe 
what I do. And perhaps I do both. To me, 
the situation and performance go hand in 
hand. Goffman suggests that we are always 
performing and that “a performance maybe 
defined as all the activity of a given participant 
on a given occasion which serves to influence 
in any way any of the other participants” (1959, 
p. 26). This could be applied to every situation 
we find ourselves in. Perhaps we are always 
performing and that a performance might 
be defined as an action that has an impact or 
influence on others. To me, performance is 
implicit in every situation. It seems that it is 
through a collection of performances that a 
situation comes together. For these reasons I 
have chosen to use the word situation to refer 
to the projects I create. As this PhD is an 
exploration into the social relations between 
people, I am interested in the whole situation 
and how it affects the multiple performances 
within it.
Like performance, the situation is also always 
happening. One might ask, where does the 
situation start? And where does it end? “Sehgal 
does not see the relevance of specific starting 
and ending points and most importantly, does 
not maintain a strong separation between the 
interpreters (who are identified no more than 
if they were sculptures) and the audience” 
(Richards 2012, p. 20). He defines his situations 
by permanent repetition. “His works constantly 
de- and rematerialise and define themselves 
as living events” (Van den Brand 2015, p. 7). 
Which again is implicit in everyday life. No 
matter where we are, or what we are doing, 
we are constantly constructing and affecting 
situations; situations, performances and words 
that encapsulate action, relationships and ways 
of being with each other or otherwise involved 
in an activity together—all part of living.
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Fashioning a Situation 
Konig suggests, “fashion makes ‘giddy’ anyone 
who is concerned with it” (1973, p. 39) and 
that “the analyst of fashion is not obliged 
to be fashionable himself” (ibid). Wearing 
a jumpsuit has helped me to step outside, 
reflect and observe how fashion might affect 
the way I engage with others and how others 
might engage with me. The jumpsuit has 
kept me conscious of these engagements but 
also brought about questions and feelings 
around fashion, dress and clothes that I have 
interrogated further through fashion situations 
Spotsville, Just Looking, Feelings of Undress 
and Wardrobe Swap. 
The projects involve significant participation 
from the audience and it is through their 
participation that the situation is fashioned. 
The line between audience and actor is blurry. 
As discussed earlier, Boal’s concept of the 
spect-actor is applied to each situation to work 
towards a moment that is equal, shared and 
closer to everyday life. When there is division 
between audience and actor, there is a constant 
reminder that this is an artwork, an experiment 
that we are participating in. By blurring the 
roles and breaking down hierarchies perhaps 
one can begin to let go and let the situation 
take on a life of its own, an experience that 
may not be experienced as art but as life. This 
is important within my research as fashion is 
woven into our everyday lives and to feel its 
presence or affects the work must exist within 
our everyday.
In his book The Fashion System, Roland 
Barthes presents a number of equations where 
he sums up the garment, the way it is worn, 
the location and the way it is perceived by 
others such as, “Cardigan * Buttoned * Races 
= Dressy” (1983, p. 30). If this structure 
(Garment * Way it is worn* Location = The 
way it is perceived) was to be applied to the 
jumpsuit the equation might look something like 
this: Jumpsuit * Skin tight * Office = WTF? 
By stepping outside of what is usually worn, 
such as wearing a jumpsuit to the office, it 
amplifies dress, fashion and clothing’s presence 
within a situation. The Situationist’s dérive or 
drift technique offers a set of loose instructions 
that people can use to step outside of their 
everyday life to see beyond what Guy Debord 
refers to as the spectacle. “The spectacle is 
not a collection of images; rather, it is a social 
relationship between people that is mediated 
by images” (1967, p. 4). Most of Debord’s 
techniques involve working with people in 
everyday life to “deface things to show their 
true colours” (ibid). Psychogeography is a term 
defined by Debord as “the study of the precise 
laws and specific effects of the geographical 
environment, consciously organized or not, on 
the emotions and behavior of individuals” (ibid). 
It can also be defined as “a whole toy box full of 
playful, inventive strategies for exploring cities 
... just about anything that takes pedestrians 
off their predictable paths and jolts them into a 
new awareness of the urban landscape” (ibid). 
It could be said that the jumpsuits and the 
other fashion situations do this too. Perhaps 
the jumpsuits are a type of psychogeography as 
they offer a moment for people to stop, question 
and think. The jumpsuits provoke interaction, 
conversation, questioning and curiosity. With 
the question, “why are you wearing this?” I 
usually respond by saying “why are you wearing 
this?” Bringing the question back to the person 
and inviting them to reflect on why they are 
wearing the clothes they are in. At times people 
respond, “I don’t know”. In relation to my 
research question—how does fashion affect the 
social relations between people?—I am curious 
if the reasoning why any of us wear what we do 
is related to they way others in our community 
perceive fashion, clothing and dress.
As mentioned earlier the longitudinal project 
Jumpsuit Girl informs Spotsville, Just Looking, 
Feelings of Undress and Wardrobe Swap. 
These projects (that will be discussed in detail 
in the next chapter) put people into my shoes by 
inviting them to wear a jumpsuit or experience 
how the actions of another can impact the way 
we feel. These situations aim to bring people 
out of their everyday experience to see beyond 
the image or the spectacle, that potentially 
clothing, dress and fashion are part of “to know 
that words are merely words and spectacles 
merely spectacles, can help us arrive at a better 
understanding of how words and images, stories 
and performances, can change something of the 
world we live in” (Ranciere 2009, 22). Through 
the act of fashioning situations I am not trying 
to recreate fashion but reveal what is already at 
play in every fashion situation.
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Through this chapter I discovered emerging 
fashion practices that include participation from 
the audience and that through their participa-
tion they potentially gain a deeper understand-
ing of the relationship they have with clothes. 
Working with participation within a fashion 
context in a museum environment brings about 
a new kind of fashion experience that is political 
in that it is aiming to reveal that there is more 
to fashion than meets the eye. In some cases 
these participatory experiences did not include 
the presence of clothes suggesting that fashion 
is something other than clothes and affects us 
emotionally and socially. However, it is import-
ant that these works remain within a fashion 
context to expand what fashion is and what a 
fashion practitioner might do. 
These experimental fashion practices share sim-
ilarities to participatory art and theatre practices 
in that both rely on and are created through  
human interaction. Although fashion  
practitioners are working with participation, 
there is potential for this method to be pushed 
much further. By working with participation I 
propose that one can begin to reveal and analyse 
the invisible, intangible, effects of fashion that 
come about through social interaction to  
contribute to an understanding of how such 
experiential effects could be used to extend the 
fashion experience.
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Fashioning 
Feelings 
 
This chapter discusses the five fashion situations 
Jumpsuit Girl, Spotsville, Just Looking, Feelings 
of Undress and Wardrobe Swap. These projects 
aimed to explore how fashion affects the social 
relations between people by drawing from my 
everyday experiences and working with large 
groups of people. As mentioned earlier,  
fashion situations Jumpsuit Girl and Wardrobe 
Swap are different to the other situations in that 
they involve me, the researcher using my body 
to explore fashion and its affect through my 
everyday life experiences. These situations are 
ongoing and have been active for the duration 
of this research project. In these situations I 
am inside the research, whereas with Spotsville, 
Just Looking and Feelings of Undress I am outside, 
observing and reflecting on how the garments or 
actions being explored are affecting social  
interaction. The questions that come about 
through each situation inform the next. 
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Jumpsuit Girl
I’ve never thought of myself as jumpsuit girl, 
but this is a name that has been given to me by 
people in the street. They have seen me a  
number of times in different coloured jumpsuits. 
There is a familiarity, predictability, they know 
the jumpsuit and maybe it’s the jumpsuit they 
are talking to. This familiarity builds a  
relationship. I know them by face but not by 
name. If you asked me what they were wearing 
I’d say jeans and a t-shirt but I can’t be sure. 
Like I said, I know them by face.
They usually yell from across the street. If I’m 
wearing a jumpsuit they haven’t seen before 
they’ll comment on the print. Most people will 
ask “where are you going? What’s this about? 
Why are you wearing this?” This usually  
happens at the traffic lights or on public  
transport. Spaces where there is a pause in 
our busy day-to-day lives. I like chatting with 
people and asking them the same questions in 
return. By doing this, I hope they reflect on 
what they are wearing too. 
Sometimes I sense someone taking a discrete 
photo or point and stare. Males seem to  
comment more than females. Perhaps the  
figure-hugging suit is an invitation? Or perhaps 
males feel more at ease commenting on women’s 
clothing? I remember a male comment that was 
quickly followed by a female’s. He said “nice 
dress” she said, “you’re not looking at the dress, 
you’re looking at the body.” 
At times I feel aware of a person’s gaze and can 
feel their eyes moving across my groin,  
stomach and breasts. I usually suck my  
stomach in and become aware of every  
movement I make. I reposition my arms, hands 
and bag and rearrange these things to cover the 
spots I feel self conscious about. It is through 
another’s gaze that I become aware of myself. I 
feel exposed … naked. I feel the person’s eyes 
penetrate the polyester suit and I move and 
react in response to them, with them. We  
enter this moment together. As their eyes move, 
I move. Sometimes we meet each other’s gaze 
and quickly cast our eyes to the footpath or 
toward another passer by. As the space between 
us shortens we look to each other once more. 
Their eyes then move to the jumpsuit for one 
final look. Usually I don’t dare to turn back. 
Enjoying the passing of that moment and  
preparing myself for the next. Another stranger 
approaches and we dance the same dance again. 
From wearing the jumpsuit I know the moves to 
this dance quite well. You could say the moves 
are choreographed or scripted. There is  
predictability to passing a stranger in the street 
and depending on which moves I make I can 
almost predict theirs. There is space for  
improvisation, like with any encounter we find 
ourselves in. With improvisation we can step 
outside our everyday and do something  
surprising. This surprise can help us reflect on a 
situation to see a situation differently. The  
jumpsuit is part of this surprise. People stop, 
look and question. It is a moment where  
clothing, dress and fashion intervene in the flow 
of everyday life.
Internal conversation
When you are looking at me I am having a  
conversation with myself. I am assessing my 
body, my movements. I’m trying to look  
desirable, comfortable and at ease in this  
situation to try to act as if your actions are not 
affecting me. Perhaps it is a kind of protective 
barrier I put around myself or a mask or act that 
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aims to hide how I’m really feeling inside. I’m 
trying to move like you, like others on the street. 
Sometimes I feel self-conscious but want to keep 
an air of confidence alive. It’s hard work  
keeping up this act. But I guess this is  
something we all do. Goffman suggests that 
“sometimes the individual will act in a  
thoroughly calculating manner, expressing 
himself in a given way solely in order to give 
the kind of impression to others that is likely 
to evoke from them a specific response he 
is concerned to obtain” (1959, p. 17). When 
getting dressed I look through my wardrobe 
of jumpsuits and think about the people I’ll be 
meeting that day and the situations I will be in. 
I think about which jumpsuit will best fit the 
role. As if I am casting an actor for a role in a 
theatre play. In his book Building a Character, 
Constantin Stanislavski refers to a workshop 
with student actors where they select a garment 
to bring out a character. He notes the struggle 
a student had while making his decision: “what 
was the personality I should put on when I 
dressed myself in that decayed old morning 
coat? … Who was I trying to represent? How 
did I know? … Who is he?” (1950, p. 12-15). 
I think about the way I have gotten to know 
the jumpsuits overtime and now I know them 
quite well. I feel part of this ‘getting to know 
you process’ that comes about in social spaces. 
The way people react and respond to you in 
a garment is perhaps the person you become 
and it is through these reactions that shape the 
way you ‘get to know’ the garments in your 
wardrobe. “What we actually see and react to 
are not the bodies, but the clothes of those about 
us. It is from their clothes that we form a first 
impression of our fellow- creatures as we meet 
them” (Flugel 1950, p. 15). Sometimes I can 
predict how people will react to each jumpsuit 
and this prediction is based on past experience. 
This is something Brecht touches on in his poem 
Old Hat (Brecht 1940). Here he observes an 
actor selecting a hat: 
“One hat on his head, the other in his hand:
An artist torn by doubt,
Digging desperately into his past experiences,
Tortured by that almost never quenchable thirst
To find the unique way,
The one right way
Of playing the character.”
This poem along with Stanislavski’s actor 
selecting a garment demonstrates the power 
of a garment, accessory or hat in shaping 
and drawing out a character. It brings back 
memories from when I was directing a 
performance Imagining Chanel (2012-2014). 
I was struggling with the lead actress as she 
said, “once I have the wig on, I’ll be able to get 
in the zone.” I observed as her wig was fitted 
and how her body language, voice and manner 
transformed. Virgina Woolf writes “there is 
much to support the view that it is clothes that 
wear us and not we them; we make them take 
the mold of arm or breast, but they mold our 
hearts, our brains, our tongues to their liking” 
(1928, p. 188). Although it might be that our 
clothes wear us, I believe that  
social interaction plays a role in the way in 
which garments shape us and we construct our 
identity and can extend our performance and 
perception of others through dress. As Varela 
suggests “who we are at any moment cannot be 
divorced from what other things and who other 
people are to us.” (1999, p. 10)
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Expectations
The jumpsuit attracts attention and pushes me 
to keep up my performance at all times. I am 
conscious of the moves I make but sometimes 
I slip out of ‘character’ by forgetting that you 
are there. A glance from you brings me back to 
this moment and reminds me that I am wearing 
a jumpsuit. Sometimes I think about how a girl 
in a jumpsuit should act or be. But I don’t really 
have a say in that as you have decided this for 
me. In your presence I alter my performance 
but it is the moments where I slip that a glimmer 
of how I’m really feeling can be felt. Goffman 
states “the ‘true’ or ‘real’ attitudes, beliefs, and 
emotions of the individual can be ascertained 
only indirectly, through his avowals or through 
what appears to be involuntary expressive 
behaviour” (1959, p. 14). Perhaps these are 
moments we move beyond the image we wish 
to portray to the world and our ‘real’ or out 
of character self emerges. Perhaps this is the 
moment where the performance stops or the 
performer has a break or forgets that s/he is 
performing. 
Being jumpsuit girl comes with expectations. 
People approach me and ask, “where are 
you going?” or “what’s this about?” with 
the expectation that I’m off to do something 
interesting and exciting and that the jumpsuit 
= fun. Garments in relation to an occasion or 
action could also be demonstrated through a 
Roland Barthes equation:
Cardigan * collar * open = sporty
These shoes = walking
I’m interested in what happens when these 
equations get mixed up and how this can 
provoke interaction, emotion and feeling. 
Garments seem to be tied to a perception of 
what one might do or be in that garment, of 
course the way in which the garment is worn 
affects this, however, it seems these perceptions 
also shape expectations and perhaps these 
expectation come from how one has experienced 
those garments in their past. I remember being 
at a nightclub and a group of girls said “do the 
worm, do the worm! You can’t wear that suit 
and not do the worm!” followed by “worm! 
Worm! Worm! Worm!” They grabbed my arm 
and held on tight. I knew this was the moment 
that was going to make or break their night. I 
considered it for a moment. If I could do the 
worm I would have done it, however, as I pulled 
away the excitement and hope of what someone 
dressed in a jumpsuit should be able to do, this 
led to disappointment. The attention, interest 
and expectation that the jumpsuit creates, is not 
something I thought about before wearing it. 
But now that I am in the jumpsuit I am aware 
of the effect different colours and patterns can 
have. I know to wear the yellow spotty jumpsuit 
to the club, camouflage for public speaking, the 
black with white spots to meetings, and never to 
wear the yellow and orange electricity on a date. 
I know that in the presence of others I reshuffle, 
question and assess myself. I know that the 
jumpsuit has an impact on the way people 
engage with me and perhaps this affects my life. 
At times in a jumpsuit I feel inadequate, as if I 
can’t live up to the expectation of being a Power 
Ranger, Superman or Catwoman. It seems tight 
fitting Lycra jumpsuits have primarily existed 
on the bodies of superheros and that in wearing 
a jumpsuit on the streets of Melbourne, New 
York or London, perhaps there is an expectation 
of being a superhero too. I wondered how 
the perception of the jumpsuit could shift if 
everyone in a community wore a jumpsuit. 
Would it still be associated to superheros or 
would it become the norm? How would this 
shift the way we interact with each other? These 
questions led to the next project Spotsville. 
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Spotsville 
Spotsville introduced 300 jumpsuits into a group 
of people. The jumpsuits were divided between 
a small village in India (Raghurajpur) and 
the National Gallery of Victoria. This project 
questioned: How is social interaction affected 
when the jumpsuit moves from being the 
minority to the majority? And how do the social 
relations between people shift when people 
dress similarly? This project aimed to amplify 
how a garment can alter the way we interact 
with each other and how this can shift from one 
context to the next. 
Raghurajpur, India October 2013 
Spotsville came about while taking part in a 
residency in a small village in India. I arrived in 
a spotty jumpsuit and was curious how people 
who had not been exposed to fashion brands, 
catwalks, fashion magazines or billboards might 
receive and adopt the jumpsuit in this space 
where fashion as we know it in the western 
world did not exist. However, I was curious 
if alternative ways of experiencing fashion 
as action, as immaterial or as “a belief that is 
manifested through clothing” (Brenninkmyer 
1963) did. 
Moving through the village people laughed, 
pointed and yelled “Tom and Jerry!”
Unlike other contexts I incorporated a sarong to 
cover parts of my body, in an attempt to deflect 
the attention. I met another designer from the 
south of India who was also visiting the village. 
I wondered what it would be like to wear a 
saree and if she would attract people laughing 
and pointing in a jumpsuit. We swapped clothes 
for a day. Walking through the village in a saree 
brought about smiles and women giving me 
the thumbs up. A woman by the name of Saree 
Queen swept me into her home and adjusted 
my saree. Her daughter interpreted “you’ve 
done it all wrong”. Tugging on my blouse Saree 
Queen and her sisters laughed. They pulled it 
tight around my arms. I looked at their blouses. 
They were extremely tight, tailored and almost 
painted on. They were fashioning my blouse to 
fit it in the same way as theirs. There seemed to 
be a method, a way of wearing each component 
to this style of dress. Each woman followed 
this and wore it in the same way. I wondered 
how they had all agreed to wear a saree in this 
way and if the way in which they followed each 
other could be compared to how we might adopt 
ways of dressing in the western world. Although 
in the west there are catwalks and fashion 
magazines, I wonder if in the west essentially we 
turn to our community to inform what and how 
we wear clothes. I left with a snug fitting blouse 
with pins pricking into my armpits.  
The laughing started up again once the pins fell 
from my blouse. I was a woman in a beautifully 
folded saree with a baggy blouse. Women 
came onto the streets to tug and laugh at my 
blouse. Feelings of Tom and Jerry returned. For 
a moment I was part of the pack and felt that 
warm fuzzy feeling. My blouse had let me down. 
The simple loose bagginess under my armpits 
pushed me out. I felt an urgency to get my 
blouse tight, altered. I wanted to go back to the 
safe place of being looked at with smiles, a place 
where the attention moved away from my saree 
and onto me.  
It felt good to dress like, ‘be’ like other women 
in the village. To move with, be with, act with, 
merge with them. Dressing like them, with 
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them, shifted my character. Their response to 
me shifted the way I felt in what I wore. It’s as if 
I could predict their response. Knowing that the 
baggy blouse and jumpsuit would bring about 
laughs I could alter my blouse to get rid of this 
reaction. It made me realize how I could dress 
to shape their reaction, the bagginess of the 
blouse pushed and pulled me in and out of the 
group. 
After tightening the blouse I was being invited 
to weddings, into homes for dinner, invited to 
church, birthdays and local dance performances. 
I was temporarily accepted as part of this 
community. After a couple weeks of wearing a 
saree, I was curious to see what would happen 
if the jumpsuit returned. I was interested in 
how these relationships might shift and how I 
could start to introduce the idea of wearing a 
jumpsuit with me. The village had come to know 
me. We had established trust and friendship. I 
wondered how much the saree was part of this. 
I wondered if it was me or the saree that they 
had befriended? 
I stepped back into the jumpsuit and walked 
through the village. The laughter was gone, 
but questioning, surprise and a “do I know 
you?” emerged. This time it was different in the 
jumpsuit. There was confusion and questioning, 
“what are you doing?” and “what is this?” They 
knew the saree and they knew me in the saree. I 
remained outside the houses and invited people 
to wear a jumpsuit with me. I hand made 10 
from spotty fabric.  
The spotty fabric choice was made based on my 
experience wearing a jumpsuit. The brightly 
coloured jumpsuits covered in dots attracted 
interaction—whether it be pointing, laughing 
or conversation, spots seemed to be the most 
welcoming invitation. However, as seen earlier, 
spots or dots might be associated with Tom and 
Jerry or clowns or the joker. 
“On the bodies of humans and animals, the 
spotted indeed serves to convey the idea of 
furriness, impurity, or disease. That which is 
spotted often has something to do with pustular, 
the scrofulous, the bubonic … the spotted 
represents degradation, being banned from the 
social order” (Pastoureau 2001, p 21).  
I was curious if spotty jumpsuits in pattern 
and cut that both sit outside the social order 
could become the social order. If a garment that 
could be seen as a clown suit or as something 
that represents degradation or a leper has the 
potential to become the norm. I hoped that 
a group of people would follow and that by 
people wearing the jumpsuit the perception of 
the jumpsuit would shift. I was interested in 
how a new style of dress could be introduced 
and adopted into such a traditional space. I 
wondered what I could learn about fashion, 
clothing and dress by inviting people to wear 
the jumpsuit. I was curious how the jumpsuit 
might alter the relationships that had developed 
and shift peoples’ perception of me. 
I approached a group of young men. The leader 
pushed one of his followers into the jumpsuit 
first. Once he saw his friend getting a lot of 
attention, he proceeded to put one on too. The 
others followed in quick succession. Clothing 
seemed to play a role in being part of the group. 
They used the ties on the sides of the jumpsuit 
to tie themselves together like a family of 
elephants. The fear of being alone or singled out 
from the group kept them clinging to each other. 
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They paraded and presented themselves to the 
village. It was like a procession. They walked in 
line in close proximity stopping by all the social 
spots where the village people gather. They 
walked through dancing, moving and singing. 
The villagers stopped, looked, laughed and 
questioned—all eyes were on them. The group 
walked toward the perimeter of the village and 
the leader wrapped his head (covering his face) 
in a scarf. Perhaps this was to hide himself from 
people in other villages. The followers looked 
to him and followed by wrapping their heads in 
scarfs. Simmel suggests: 
“Imitation … gives to the individual the 
satisfaction of not standing alone in his actions. 
Whenever we imitate, we transfer not only 
the demand for creative activity, but also the 
responsibility for the action from ourselves to 
another. Thus the individual is freed from the 
worry of choosing and appears simply as a 
creature of the group, as a vessel of the social 
contents” (1957 p. 13). 
 
The boys wrapped their heads in scarfs not to 
follow what the leader was doing but to be with 
the group and prevent themselves from standing 
alone.
 
As they left the village, they invited a much 
older villager who was also a professional 
performer to join them. He was pushed into 
the centre of the group as they made their way 
out of the village. He sang and danced as they 
walked, presenting themselves as performers; 
a performance of masked men in spotty suits. 
A new identity brought on by the spots. The 
jumpsuits inspired singing, dancing, a new kind 
of performance, a new way of being with each 
other in the world.
From India, an opportunity to make a new 
work at National Gallery of Victoria (NGV) 
emerged. I was interested in how the adoption 
of the jumpsuit might shift from one context to 
the next. The opportunity to present Spotsville 
at the NGV offered potential for the jumpsuit 
to be adopted by a large group. In the village I 
was knocking on the doors of people’s homes, 
whereas introducing the jumpsuits at the NGV 
comes with an instant audience that are likely to 
be creative, experimental people who are open 
to new experiences. I have presented a number 
of situations in a gallery environment in the past 
and it has been a helpful space to introduce and 
test ideas with a willing audience. In this case 
the gallery was used as a launch pad—a place 
for people to come and put a jumpsuit on. 
The National Gallery Victoria,  
January 2014 
Three hundred hand made jumpsuits were taken 
to the NGV. After being advertised on popular 
website 3000, hundreds of people awaited their 
arrival. The moment the racks came through 
the doors people ran toward the jumpsuits 
and started pushing and snatching. Already 
the jumpsuit had been accepted, adopted by 
the popular, groovy website and this arguably 
gave the jumpsuit instant street cred. By people 
knowing about the jumpsuit prior to the event 
shifted the way in which they were adopted. 
Instantly there was a queue of people waiting, 
whereas if they didn’t know before, perhaps the 
way in which the jumpsuits were adopted would 
have been more revealing in relation to my 
question around how a new style is adopted by a 
community. 
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People with friends, family and lovers quickly 
found their size and jumped into a change 
room. Once spotified, they walked the catwalk 
to exhibit their new look. Within their smaller 
groups they choreographed dance moves and 
poses together to mark their point of difference 
to the rest of the spotty pack. Everyone cheered 
as they watched. The queue of bodies eagerly 
awaiting a jumpsuit stood in anticipation. The 
rack quickly emptied as the spotty people began 
to take over and dominate the space. People 
in spots quickly became the majority and took 
over those in jeans and t-shirts. Those who were 
uncertain of the spotty suits at first quickly 
joined the queue to become part of the pack. 
The pack moved together, high-fived each other, 
smiled and posed for photographs.  
People restyled the jumpsuit with bits of spotty 
scraps. Similarly to India, people tied fabric 
around their heads and made bandannas, tied 
a piece around their waist, neck and arms 
pulling it tight and refashioning it to their 
body. Various ways of styling the jumpsuit 
began to emerge amongst the spotty wearers. 
People copied their friends and developed a 
signature way of wearing the jumpsuit amongst 
themselves. As Simmel suggests, “dress and 
other forms of fashion enable the modern urban 
dweller to balance the conflicting demands 
of social conformity with private desires for 
individuality” (1957, p. 13). People wanted 
the jumpsuit, however, they also wanted the 
scraps to make it their own, to be an individual 
amongst the pack. 
Together people dancing and singing in 
jumpsuits created a spectacle. People wanted 
to wear a jumpsuit to be part of that spectacle, 
to be with the group, to be part of a feeling of 
fun and excitement. The jumpsuit, that had 
attracted pointing and staring on my body 
had became the norm in the NGV. Those in 
jeans and a t-shirts became the odd ones out. 
The question “why are you wearing this?” 
quickly shifted to, “why aren’t you wearing 
this?” or “oh, you didn’t get one?” Those who 
had friends in jumpsuits and may have arrived 
to the gallery a little later joined the queue. 
After one and a half hours the jumpsuits were 
gone. A team continued to cut and sew the 
scraps of fabric to string together a jumpsuit 
for those who couldn’t bear to be with their 
friends—all in jumpsuits—without one. The 
desperation to become part of Spotsville became 
overwhelming. The desire to wear a jumpsuit 
mimicked moments from the Dr Seuss classic 
The Sneetches, who desperately wanted a star on 
their belly to belong and be with the others: 
“Because they had stars, all the Ster-Belly 
Sneetches would brag, ‘We’re the best kind of 
Sneetches on the beaches.’ With their snoots in 
the air, they would sniff and they’d snort, “We’ll 
have nothing to do with the plain belly sort!” 
And whenever they met some, when they were 
out walking, they’d saunter straight past them 
without even talking” (1961, p. 5). 
People loitered, begged, offered money, saying 
they would do anything for a jumpsuit. The 
thought of not wearing and being with their 
friends was distressing and this is what made 
people want a jumpsuit more than anything 
else. It was being with the group, the majority, 
their friends and wearing clothes seemed to be 
less about the garment itself but more about the 
social experience. 
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curious about people in spots asking, “where are 
you going?” “what’s this about?” and “where 
can I get a onesie like yours?” This shifted the 
day for the spotty people and had a similar 
flavour to my time in the jumpsuit. A woman 
whose teenagers wore a jumpsuit wrote to me 
and said: 
Hi Adele,
 
Myself my partner and our two teenagers (18 & 19) 
were at the Gallery on Saturday and our teenagers 
wore the bright red onsies. 
 
I thought you would like to hear about the experience 
as it really changed our day. We spend time in the 
city regularly, and on Saturday with the kids in the 
onesie, it completely changed the experience. We had 
more interactions with curious people, many smiles 
and happy looks, as well as a heightened sense of fun 
for ourselves. It got us talking about how fun it was to 
dress up, my partner and I didn’t put one on, which I 
became regretful of. When we saw others with the spots 
it became a sense of belonging and connection. The kids 
enjoyed them so much that the 18 year old wore hers to 
bed. 
 
We enjoyed your art, and hope you have success with 
the next phase of Spotsville. 
Rachel 
Through clothing, in this case the jumpsuit, 
people found themselves interacting with people 
they’d never spoken to before. This amplified 
how clothing can affect their everyday  
experience.
Leaving the spotty paradise
Part of the deal was that people could keep 
their jumpsuit on the condition that they wore 
it until they went to bed that night. The thought 
of leaving the gallery or more so, leaving the 
pack terrified some. Saying “but I have a family 
dinner to attend” and “what will dad think?” 
The concern of what others would think and the 
day that lay ahead was being mapped out, pre-
lived in the jumpsuit in their mind. Moving from 
one context where everyone was dressed in 
jumpsuits to another where no one was dressed 
in jumpsuits amplified the impact of the other in 
relation to the clothes they had on their bodies.
The thought of what others would think is what 
brought about a nervous energy, fear, worry 
and hesitation. People were torn between being 
in this moment and being aware of what lay 
ahead of them later in the day. The thought of 
wearing the jumpsuit in an environment where 
they were the only one in spots quickly set in. 
In one situation they were part of the pack and 
in the other, they would be the odd one out. 
Experiencing both situations was important for 
people to feel how another’s clothes in relation 
to their clothes can impact the way they feel in 
what they wear. And to invite people to consider 
that perhaps we dress like others to belong, to 
be part of the pack, to avoid feeling alone.
Outside the gallery people stumbled across 
other spotty people. They waved to them, 
smiled, said “hello!” There was an instant 
connection, a shared experience that lived on 
beyond the gallery. The interaction on the street 
was different to seeing another spotty person 
in the gallery, as there was a shared feeling of 
‘oh you’re going through this too’ and a sense 
of relief that they were not alone. People were 
104 105
would need to follow. There was desire to 
keep the group together and at times group 
members would talk other group members out 
of participating so they didn’t need to follow.
When friends saw their friends in spots a 
desperation and desire to wear a spotty suit 
took over. Demonstrating that people dress to 
belong, to be with their friends.
Participants connected with others in a jumpsuit 
and found themselves talking, dancing and 
singing with each other. When out on the 
street, there was a sense of familiarity that came 
when seeing another in spots. People were 
seen waving and smiling to others in spots who 
passed by. It seemed through the jumpsuit a 
new kind of performance and way of interacting 
with each other emerged.
However, when the time came to go home to 
be seen by friends who were not in spots, or to 
attend a family barbecue, people were afraid 
of what friends and family might think. In this 
moment people shifted from being part of the 
majority to becoming the minority and perhaps 
the thought of how others outside the group 
would perceive them provoked feelings of fear.
It seems whether it is the millimetres of a blouse 
or a jumpsuit, perhaps one alters one’s clothes 
to alter the reaction from another. Wearing 
something that is slightly outside the group can 
cause laughter, pointing and looking. Being 
looked at or being seen by someone who was 
not wearing a jumpsuit was one of the key 
reasons why people wouldn’t wear a jumpsuit. 
This project raised the question: How do 
another’s actions affect the way we feel in what 
we wear?
To dress like, is to act like
 
In both situations—India and at the NGV—
people were affected by each other. As people 
changed into the jumpsuit they appeared to let 
go of the person they were when they entered 
the space and took on another persona. The 
jumpsuit brought about singing and dancing 
where people performed with each other, 
mimicking, following and joining another’s 
moves. Copying actions bound them and their 
group together. Showing that they not only 
looked alike but also acted like each other, 
suggesting that dressing similar also brings 
about similar behaviour. 
When in the jumpsuit, participants stayed close 
to each other, in some cases tied themselves 
together. Smaller groups within the larger 
spotty group emerged, as participants developed 
their own way of styling the jumpsuit with 
friends. Subtle alterations showed how friends 
follow in quick succession to remain part of the 
group. These smaller groups marked a point 
of difference; individuality within the larger 
group to show that some groups wanted their 
own individual mark to point out a difference or 
individuality among the larger group. 
An invisible line between those in a jumpsuit 
and those not in a jumpsuit was created through 
dress. The line was like that between the 
audience and a stage. People stuck with those 
dressed similarly, demonstrating that clothing 
can be used to mark a performance space, 
and can create space and division through 
dress. Those not in spots kept their distance, 
concerned that they could catch this spotty 
disease. At times the decision to participate 
was made by the group, knowing that if two 
members decided to participate, the others 
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Just Looking
I was curious about the role fashion played in 
provoking the way one reacts to the other and 
how our response to clothing is informed. In the 
village in India, I was the only one in a jumpsuit 
and this differentiation brought about reactions 
such as looking and pointing, however in the 
saree these looks subdued, until my blouse was 
baggy, suggesting that the way we perceive 
another’s clothes is based on our own experience 
and the context it is worn.
In the jumpsuit I experienced different 
responses in different situations. Without these 
looks, wearing a jumpsuit could be a very 
different experience. Would I still wear the 
jumpsuit? Or would the jumpsuit still wear me? 
The interactions I had in the jumpsuit are what 
kept me wearing it for almost four years. Is 
looking or being looked at part of why any of us 
wear what we do? 
From the streets of inner city Melbourne to 
a small village in India to a friend’s wedding 
on Bells Beach, these looks were constantly 
shifting, and the shifting looks is what shifted 
the way I felt. I was curious if and how fashion 
shaped these perceptions and behaviours, and 
if this was an opportunity to further explore 
the immateriality of fashion. Brenninkmyer 
proposes, “it becomes impossible to demystify 
fashion as long as the focus is on material 
objects” (1963, p. 12). Exploring looking 
enabled me to start to investigate fashion as 
something that is beyond objects and to consider 
fashion as a series of actions or responses 
that are affected by what we see and what we 
know. “Although every image embodies a way 
of seeing, our perception or appreciation of 
an image depends also upon our own way of 
seeing” (Berger, 1972, p.10). In the jumpsuit 
some people would say “you look like a fucking 
banana,” while others would say “you look 
fabulous thank you for wearing this.” Wearing 
a jumpsuit demonstrated how each individual 
saw and reacted to the jumpsuit differently 
and I was interested in how this way of seeing, 
looking, reacting was constructed. Knausgaard 
describes looking or gazing to be one of the 
most powerful forces and that “only there do we 
exist for one another. In the gaze of the other, 
we become, and in our own gaze others become” 
(2015, p. 6). If fashion affects the way we gaze 
upon another perhaps it also affects the way one 
might become.
 
There were two phases that came together to 
study looking. The first was a workshop  
developed in Melbourne for the Visual Aspects 
of Performance conference in Oxford where I 
worked with 20 participants, partnered them up 
and asked them to stand in two parallel lines. 
As they stood and looked into each other’s eyes, 
I read a script and directed their gaze to move 
over their partner’s body. This workshop along 
with questions that came about through  
Spotsville, and my experience wearing a 
jumpsuit, was used to inform Just Looking. Here 
I worked with 25 actors who each received a 
script with character description that described 
how they would look at the visitor in various 
ways (see Just Looking characters on page 118). 
The workshop and Just Looking both questioned: 
How does the act of looking affect the way we 
feel? And how is the way in which we look at or 
perceive each other influenced by fashion?
The workshop was designed in such a way that 
guided participants to think about themselves, 
their partner, their clothes and body in relation 
to each other. It studied the affect another might 
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Workshop Script
Make eye contact with your partner.
You noticed them when they walked into the room. 
You discreetly checked out what they were wearing. 
You thought about it for a second, then moved onto something else.
Remain eye contact
How much time did they spend putting this outfit together? 
Is it something they’ve worn before? 
Are they wearing something new? 
What went through their mind when buying these clothes? 
Did they imagine themselves wearing them here today? 
Are they wearing this for you?
For this situation? 
To be accepted?  
To make you think of them in a particular way?
To belong?
Now slowly move your eyes over the clothes they are wearing. 
What would it feel like to wear what they are wearing? 
Could you see yourself in this?
Now imagine this person walking past you in the street. 
Would you do a double take? Why? Or why not?
Now imagine them on the catwalk. They are wearing these clothes. 
They are strutting their stuff and you’re sitting in the front row. 
How do you feel about what you see?
Now imagine them on the beach. Now at a wedding. Now at a 
nightclub. Now back in this room. Does what they are wearing fit 
in with this situation?
Make eye contact again. Take another step closer to your partner 
until you can start to feel the textures of their clothes with your 
eyes.
I’d like to ask the left side to observe their partners body language. 
The way they stand, hold themselves. Think about the way you 
would wear what they are wearing. Would you wear it differently? 
I’d like to ask the left side to make a small adjustment to their 
partners clothes. This could be rolling up a sleeve, pant leg or 
another minor adjustment.
Now take a step back. Look at your partner. Are they standing 
differently, are there any minor adjustments to their pose?
Now I’d like to invite the right side to do the same. Observe your 
partner. Look at their stance. Now I’d like to ask the right side to 
step it up and make a more major adjustment. Has it changed the 
way they stand, behave?
Starting with the left side I’d like you to tell the person what you 
think about what they are wearing, what you noticed when you 
adjusted their clothes. Now the right side.
Take another step forward and give your partner a hug.
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have through looking. Participants felt their 
body being looked at and from my observations 
and conversations with participants this led 
to some feeling quite vulnerable and self-
conscious. The verbal direction from myself 
enabled participants to focus on particular 
aspects of dress and behaviour and I was able 
to guide their attention. I verbalised things 
that perhaps were already at play in their 
mind to draw attention to the way we might 
look and notice each other and to consider the 
impact our actions might have on another. I 
said things that perhaps came about within the 
private verbal banter participants might have 
within themselves. When things such as “you 
noticed them when they walked in the room 
and discretely checked them out,” participants 
giggled and some blushed indicating that 
perhaps the actions being voiced were things 
that they did earlier in the day. 
Some of the more confronting parts of the 
workshop were when participants moved their 
eyes, slowly down and around their partner’s 
body. Actions that are at times done discreetly 
or in private became amplified and this drew 
attention to the effect this action can have on 
how another feels. Participants moved with 
and responded to their partner’s eyes. Feeling 
their eyes move around every inch of their body 
brought about an awareness of another looking 
and this action in itself can be the very thing 
that we aim to attract or detract through dress. 
Attracting this kind of looking made people feel 
extremely uncomfortable to the point where one 
participant said, “I felt naked”. I was interested 
in this comment and began to think about 
nudity versus nakedness, dress versus undress 
and that the feeling of being ‘naked’ could be 
something that is very different to being nude. 
Perhaps you can be nude without feeling naked 
and you can be wearing clothes and feel a 
feeling of ‘nakedness’ from the behaviour and 
interactions with others. Perhaps nakedness 
is not about being nude, rather it is about how 
one might feel in another’s presence through 
their gaze. This I will discuss in more detail in 
Feelings of Undress (p. 125).  
Just Looking, The Substation, 
Melbourne, 2014
 
Just Looking extended on this exercise to further 
investigate feelings of nakedness in relation to 
human interaction. To explore this, I worked 
with 25 actors who received a loose character 
description—based on characters I had engaged 
with in the jumpsuit—the diverse group 
worked together in a white cube gallery space 
(without signage) to improvise and respond to 
the audience through body language and eye 
contact. 
This situation worked with action and character 
and enabled me to explore how these things 
affect human interaction. Actors were asked to 
only engage with the audience through body 
language and eye contact, to highlight and study 
feelings associated with looking. I was interested 
in how feelings could be provoked through 
people and their reaction to each other, and how 
this reaction could be influenced by fashion. 
Some characters were obvious while others 
were subtle. This was to blur the boundary 
between visitor and actor, to the point where 
visitors were questioning who was an actor 
and who was not. Actors were asked to wear 
everyday clothes, jeans, t-shirts, dresses to 
keep the line blurry. Something I learnt during 
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Spotsville was that clothing can be used to create 
division, a stage and a performance. Those in 
spots became the performers and those not in 
spots assigned themselves the role of audience 
by sitting back and watching those in spots 
interact. To avoid this division and to focus on 
action, it was important that actors were dressed 
similarly to the audience. 
The actor’s actions set up the situation where 
people entering the space followed and 
mimicked their behaviour to the point where 
visitors found themselves looking at and 
interacting with each other. Goffman suggests, 
“the definition of the situation projected by a 
particular participant is an integral part of a 
projection that is fostered and sustained by 
the intimate cooperation of more than one 
participant” (1959, p. 32).  
People looked to each other to establish their 
role in the room. Audience members mimicked 
the actor’s behavior and at times played games 
holding staring competitions with them. Other 
audience members felt intimidated, one saying 
that “it was an uninvited engagement”—
potentially something we feel when being looked 
at on the streets. This situation activated feelings 
of aggression, discomfort, vulnerability and 
self-consciousness, and also created a division 
between groups or teams—the ‘insiders’ and 
the ‘outsiders’. This is something that occurred 
during Spotsville too. In the case of Spotsville this 
dynamic occurred through garments. However, 
during Just Looking this dynamic occurred 
through knowledge. Those that knew and those 
that learnt to know from those that did. 
Power was at play as the visitor picked up that 
the actors seemed to have the knowledge of the 
situation when they did not. As the situation 
progressed the audience took ownership of 
their personal space by taking part in a ‘stare 
off’. Mirroring the gaze seemed to reflect and 
block the actor from entering and provoking 
feelings of vulnerability or nakedness from 
some audience members. One visitor said “the 
line between the audience and the performer 
was really quickly demarcated, I found myself 
wanting to become the performer. So I found 
the only way to combat that feeling was to do 
it back to them—to stare back at them, to look 
back at them as a way of reacting”. Returning 
the gaze and power in numbers became a 
protective mechanism. 
During the situation a group of girls from 
the audience ganged up on a female actor. 
They stood opposite her looking, giggling and 
whispering. Here, there was a shift in power. 
I observed the actor stand alone, isolated from 
the group. By looking, whispering and giggling 
the girls displayed that they too had their own 
secrets and knowledge that the actor could not 
access. The girls’ behavior seemed to strip away 
the actor’s character to the point where she 
was no longer acting but became vulnerable as 
other visitors had been earlier. This interaction 
demonstrated that knowledge—working with 
a character description or script—can create 
division between people and this seemed to get 
in the way of investigating affect. However, as 
the situation progressed the actors took their 
initial character in their own direction. Working 
with an unpredictable audience and at times 
feeling exposed and vulnerable themselves, 
they began to evolve into a character that 
responded to the situation. They were lying 
on the floor, moving out of the space and into 
the corridors. They were going to the bar and 
engaging with people in the entire building. 
They started to blur the boundaries of the space. 
By moving into other spaces it became less of a 
‘performance’ with expectations of what should 
or could be happening within a white cube, to 
an experience that was closer to an interaction 
we might experience out of a gallery context.
Who was and who was not a performer was 
questionable and this brought a dynamic where 
people were uncertain and questioned their own 
and others’ roles. Similarly to Spotsville, stepping 
out of the space was the most potent part of this 
situation as it amplified the feeling of looking 
into the everyday. People felt the emotions 
they might feel when being looked at on the 
street. This came about through improvisation 
and actors responding to the situation as 
opposed to following a script. Here, I could 
gain further insight into the effects of looking 
as the question of who was or who wasn’t an 
actor had dissolved. The unexpected moments 
that responded to the situation were the most 
present, raw and real. People were no longer 
interacting with a performance in a gallery 
space, they were engaging in real life.
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Just Looking
CHARACTERS
MIKE: A man in his 40s who makes 
blazingly direct eye contact. Dressed 
in jeans and a t-shirt. Arms crossed, 
leaning on a wall at the top of the 
stairs. He holds his ground. Obviously 
looks audience up and down with the 
occasional raise of the brow. 
JOHN: A conservatively dressed man 
in his 60s who is constantly taken by 
surprise. With his mouth open, and 
eyes wide John roams around the 
room until he is stopped in his tracks. 
He focuses on individuals and can be 
seen staring with mouth open until 
they are out of his sight. 
CHERRY: Very attractive woman 
in a red dress in her 50s who takes 
a special liking to younger men and 
women. She roams the floor like a 
cougar seeking her prey. She lurks 
around the entrance and is constantly 
licking and biting her lips while 
looking.
wear casual, unassuming clothes but 
their behaviour is quite the opposite.
VIXEN: Very cool, fashion conscious, 
funky woman in her early 20s. She is 
plugged into her Ipod and chews gum 
while looking people up and down. 
While looking she nods as if she’s 
moving to the beat.
EDWARD: Man in his 60s who 
lurks in the corner and watches from 
afar. People feel his gaze but might 
not come in direct contact with him. 
Occasionally he will take a discreet 
photo of a person he fancies. He is 
under dressed in a tracksuit.
MAX: Shy guy in who really wants 
to look, but does so discreetly. He 
likes older men and bites his lip if he 
catches someone’s eye. He leans on 
the wall wearing jeans and a t-shirt. 
When looking his head is usually 
tilted and looking over his shoulder. 
STACEY: Geeky girl in her 20s. 
She watches from afar. Her hand is 
regularly covering her mouth. She’s 
extremely shy, uncomfortable and 
awkward. Sometimes she can be seen 
to be walking around with JOHN.
120 121
LIZZY: Woman wearing a summer 
dress in her 20s who is a happy-go-
lucky flirt. She is cheeky and likes to 
be looked at herself. She flirts with 
attractive men and women of all 
ages. If she takes a special liking to 
someone she will follow them around 
the space and outside the entrance 
into the hall.
PHIL: Guy looking down from the 
Mezzanine. Phil will single people 
out and let them know they are being 
watched. Sometimes he’ll turn to the 
people on the Mezzanine to look at 
them too. Phil might raise his brows 
or nod approvingly. Casually dressed 
in shorts and t-shirt.
His eyes can be seen to be straining to 
the side.
SARAH AND DEN: Man and 
woman in their 20s- 30s who move 
around the space flirting with 
everyone. They obviously look people 
up and down and come in very close 
proximity. They could be said to be 
slightly ‘in your face’. They regularly 
raise their eyebrows and make it 
known that they are looking. They 
CHRISTIAN: Attractive, flirty man 
in his 20s. He likes men and his 
good looks and flirty charisma will 
drive them wild. He leans on walls 
but moves in close when he catches 
someone’s eye. He is irresistibly 
dressed in a dashing suit.
OLIVIA: Casually dressed attractive 
woman in her 50s who lurks around 
the door. If someone leaves the space 
too quickly she’ll step in front of them, 
give them a cheeky smile and look 
them up and down. Her eyes widen 
quite often and she’ll step aside when 
she’s ready.
CON: A man in his 50s who leans 
on the wall struggling to stay awake. 
He’s looking. You feel him looking 
through his half closed leery eyes. 
He focuses on one person at a time. 
Underdressed.
DENISE: Woman in her 20s who 
makes everyone feel at ease, looking 
and smiling at the audience as they 
walk by. Wears a bright top and jeans.
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DESMOND: Geeky guy who 
doesn’t get out much. He looks at you 
through his glasses but never looks 
impressed.
ANASTASIA: Attractive playful 
woman in her 20s. She is a flirty 
party girl looking for a good time. 
Sometimes she is in close proximity. 
Intimate. Sexy. Lip biting. She’ll 
undress you with her eyes and leave 
you wanting more.
ROB: Man who watches from 
afar. He sometimes walks from 
one end of the room to the other, 
stopping occasionally to look at 
someone’s clothing. Casually dressed, 
unassuming.
SKY: Woman in her 30s who looks 
deeply and intensely. You’ll be the 
first to look away.
GARRY: Man in his 60s who is very 
flirtatious. Occasionally licking his 
lips while looking the audience up 
and down. He is happy-go-lucky and 
looking for a good time. 
BOB: Casually dressed, big, tall guy 
in his 30s. He comes in close and 
looks very directly. He does the once 
over and you can feel like he’s in your 
way. Sometimes he’s on the stairs 
and you just want him to move. He’ll 
move when he’s ready.
LEAH: Casually dressed woman in 
her 30s who lurks in the centre of 
the room. She is always watching, 
making eye contact with most people 
but craving a lengthy gaze. She will 
continue to look until the audience 
member looks away.
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Feelings of Undress
Feelings of Undress came about while developing a 
fashion situation for the opening of The Future 
of Fashion is Now exhibition at Boijmans 
Museum, Rotterdam. Jose Teunissen selected 
fifty-eight designers from all over the world 
who she believed were impacting the future of 
fashion practice.
Although I arrived at the museum with a plan 
to restage the Catwalk Fash Mob (2013) I came 
across a group of dancers on a bridge who were 
in the midst of an improvisation. I observed 
their bodies moving and breathing together, 
they were responding to each other and their 
surroundings. As I stood and watched on I was 
drawn into this moment with them. It brought 
back feelings I felt in the final moments of Just 
Looking where the actors began to improvise. 
In this moment I knew that this was a feeling I 
wanted to explore. I intervened and introduced 
myself, “hello, my name is Adele, I’m from 
Australia, I’m working on a show for Boijmans 
Museum that opens in three weeks. I have no 
idea what we’ll do, I’ve never worked with 
dancers before, all I know is that I want to work 
with you.” 
I met with the dancers three times a week for 
the next three weeks. At each session I arrived 
with a list of ideas to explore. These ideas 
primarily came about through the previous 
projects and my own lived experiences with 
things like:- move in response to your casual clothes- move in response to your evening clothes- behave in a way that is opposite to the 
way you would usually behave in these 
clothes
- look and observe each other- adjust another’s clothes- laugh at the person in the centre of the 
room- observe another through your iPhone- adjust your underwear- undress if you feel like it.
The list goes on …
This list aimed to break down personal space, 
explore how the actions of another can affect the 
way one feels, and to study how clothing shifted 
the way the dancers felt, moved and interacted 
with each other. Looking, touching and moving 
in response to clothes were reoccurring themes. 
After each session we’d discuss what worked 
and what didn’t. The moments where we felt 
connected to each other were things we wanted 
to further explore.
We continued testing and trying things out. We 
had one week before the opening of the show 
and still hadn’t settled on a structure. I was 
nervous. I voiced my concerns and a dancer 
who suggested, “why don’t we do an open 
score?”. I’d never worked with a score, let alone 
knew what it was. They explained how we could 
select a few ideas and string them together.
The score
1. Observe the audience and each other2. Adjust another’s clothes3. Undress if you feel like it
* please don’t talk to the audience
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The score pulled together moments from 
Spotsville and Just Looking. I was interested in 
how action and clothing could be amplified 
when studied in the same situation—observing 
how together they affect social interaction. 
The dancers and I discussed working in close 
proximity to the audience and similarly to 
Just Looking, the only thing that could stand 
between dancer and audience is knowledge. 
We avoided scripts and aimed to have minimal, 
simple instructions to make the performance as 
transparent as possible. In doing this I intended 
that the dancers would primarily be responding 
to what the situation brought forth in them 
and that in doing this I could gain a deeper 
understanding of the effect of the actions in 
place. We tested and tried our score on each 
other. However, there was no way of planning 
or predicting how the audience would react to 
our score, and this unknowing kept us present 
and on our toes.
This was a first for all of us. This was the first 
time I’d worked with an open score and a group 
of dancers and this was the first time the dancers 
had worked so closely with an audience. There 
were things we knew but there was far more 
that we did not know. Through this unknowing 
we remained vulnerable and through this 
vulnerability we felt connected. This was 
important as through this connectedness we 
could invest ourselves emotionally into the score 
and in doing this we could be open and present 
within the situation without putting on an act. 
It took me back to the bridge (where we first 
met) and made me realise that it was through an 
open score that this raw, present, visceral action 
that also felt like an invitation was achieved. It 
was through their bodies responding to what the 
situation brought forth in them that informed 
their next move. There was not a script or a 
way of being in place. It was purely based on 
where the situation took them. I, as a bystander 
was also part of this situation and my presence 
affected their actions. At the time, I was unaware 
of this but by working with the dancers, I began 
to understand what made this performance on 
the bridge so magnetic. Their bodies seemed to 
be guided by the situation, the same situation 
that was guiding me. Here our bodies collided. 
My body that initially felt on the outer became 
part of their world. In this shared moment we 
connected.
The dancers mentioned that without any 
preplanning they were unaware of what the score 
could bring out in them. During our sessions 
together they referred back to their improvisation 
on the bridge and said that they gave themselves 
to the score and surprised themselves with their 
actions. They were not acting or trying to be 
something other. Perhaps through a score—that 
naturally brings about improvisation—one can 
be in a way that is unrehearsed, unplanned, 
unscripted and through this perhaps a truer 
self emerges. Goffman suggests that “the ‘true’ 
or ‘real’ attitudes, beliefs, and emotions of the 
individual can be ascertained only indirectly, 
through his avowals or through what appears 
to be involuntary expressive behavior” (1959, p. 
14). Perhaps through this involuntary expressive 
behaviour one can begin to reflect on the effect of 
the open score or the situation. I was interested 
in accessing involuntary expressive behaviour 
as it seemed more closely related to the kind of 
behavior we experience in our everyday life. 
Francisco Varela gives a nice example of what 
could be considered to be involuntary expressive 
behaviour when a man loses his wallet: 
“Picture yourself walking down the 
street, perhaps going to meet somebody. 
It is the end of the day and there is 
nothing very special in your mind. You 
stop at the kiosk and buy a pack of 
cigarettes, then continue on your way. 
You are in a relaxed mood. You put your 
hand into your pocket and suddenly you 
discover that your wallet is missing. Your 
mood is shattered. Your thoughts are 
muddled. And before you know it, a new 
world has emerged” (1999, p. 8-9). 
Moments where unexpected, unplanned events 
happen one might act and respond in a way that 
is involuntary. Through these unplanned events 
perhaps the truer or more real emotions of the 
individual can be felt. And in this moment, 
perhaps not only a new world emerges but also 
a new you. 
Through scoring, it started to emerge that one 
can tap into this world where one is guided 
by the situation as opposed to preconceived 
character—that might come about when 
working with a script. Perhaps being guided 
by the situation reveals something about the 
situation and creates a space where it can be felt 
more prominently.
Once we had our score in place there were 
questions around how the dancers would 
begin to undress. Together, we considered who 
might undress first and what would inspire this 
movement. We discussed multiple scenarios and 
settled on introducing another person into the 
situation who felt comfortable being nude in 
front of groups of people.
Esther was a sensitive and intuitive life model 
who was interested in the project and felt safe 
working within the walls of a museum. On the 
day of the show the dancers felt protective over 
what we had developed together. It took time 
for Esther to be introduced and embraced by 
the group. 
To prepare for the score the dancers and Esther 
meditated together. They spent time making 
eye contact, connecting with each other. They 
spoke about the importance of connecting 
with each other in order to feel the presence 
of each member of the group while taking part 
in the score. This was a very different kind 
of preparation before a show. I was used to 
rehearsing, going over a script, enacting what 
it was that we planned to do with the audience. 
Meditating in a circle was new to me, however, 
it demonstrated how this method of preparation 
can cement trust, a shared belief and 
connectedness among the group, particularly in 
a potentially vulnerable situation.
As Esther walked through the museum the 
dancers (dressed in cocktail dresses and suits 
to merge with the audience) entered the space. 
They walked around the room observing the 
visitors and each other. Their faces were soft, 
non judgemental and inviting which was a stark 
contrast to the scripted looks that occurred 
during Just Looking. 
 
The dancers progressed to adjusting the 
audience’s clothes which can be quite an 
invasive moment to share with a stranger, 
however, the dancers’ intuitive approach 
softened and opened the visitor to engaging 
in this experience. It seemed the dancers 
kinaesthetic training helped them to feel the 
body of another and judge whether they were 
ok with being touched without speaking.
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When Esther entered the room there was a 
shift in energy. The dancers and visitors turned 
towards her—some looked, whispered and 
laughed—Esther stood naked and vulnerable. 
Tears began to stream down her cheeks as her 
head hung low, her actions and body language 
mimicked Eve After the Fall (Rodin, 1881) whose 
statue sat on the floor below. In some ways  
Esther represented moments I had felt in the 
jumpsuit. This moment aimed to amplify the 
impact of how dress can shift the way people 
react and interact, and also became an invitation 
for others to join her. Similarly to Spotsville, 
people had a choice as to which group they 
wanted to be part of and this primarily came 
about through dress. As the situation progressed 
a dancer undressed. In quick succession another 
followed then another and another, until half the 
group of dancers were nude. 
Surpassing the situation
I observed an audience member who seemed to 
be swept up in the moment. Extended eye  
contact with a nude dancer became an  
invitation to participate. Perhaps feelings I felt 
on the bridge were beginning to come through 
in this score. 
As the dancer stood making direct eye with the 
visitor, the visitor made a choice to join them. 
The visitor moved from being an onlooker to 
being part of this community. He describes the 
moment where he decided to join them:  
 
“From the very beginning I saw piles of clothes 
and was thinking of participating. Am I going to 
do this? The urge became stronger and stronger. 
Am I going to do it? Ok I am going to do it. I 
am doing it. Ok I did it and here I am. It’s an 
incredible shift that starts in the back of your 
head that feels like maybe I should and that led 
to ok I will. If they had neglected me and there 
hadn’t been any eye contact I wouldn’t have 
done it”.
Similarly to Just Looking and works by artists 
such as Marina Abramovic (512 hours 2014) and 
Robin Hely (Robin Healing 2010), I observed 
people unite through eye contact which brought 
about an emotional connection between 
participants. As Knausgaard suggests, “the 
most powerful forces are found in the meeting 
of the face and the gaze. Only there do we exist 
for one another. In the gaze of the other, we 
become, and in our own gaze others become” 
(2015, p. 6). Just Looking helped me to realise 
the impact looking can have on another and 
how it can bring about relationships and action 
but also provoke emotion without speaking. 
Reflecting back on my lived experience in a 
jumpsuit, I considered how one’s perception of 
dress—that is arguably shaped by fashion—
can affect the way one looks or interacts with 
another.
 
Naked and nude
A division between those who were wearing 
clothes and those not began to manifest. 
Similarly to Spotsville those without a spotty 
jumpsuit began to watch those in a spotty 
jumpsuit. Here a similar dynamic emerged. 
Those wearing clothes watched those who were 
nude and there was a shift in the dynamic in 
the room. Those in clothes stuck together as did 
those who were nude, proposing that the way 
we dress impacts the way we relate and connect 
with each other. 
As the nudes moved around the space a dancer 
strayed and found herself surrounded by a 
group of women dressed in cocktail dresses and 
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pearls. They asked, “why are you doing this?” 
The dancer engaged in conversation with them 
answering “I don’t know,” which brought about 
vulnerability. Those in clothes out numbered 
her and began to belittle her. Until this moment 
she said, “I felt clothed by others in the group 
and didn’t see myself as being naked”. Berger 
proposes that “to be nude is to be seen as naked 
by others and yet not recognised as oneself’ 
(1972, p. 54). It was not until her engagement 
with someone outside the group that she began 
to question her state of dress or undress. “She 
is not naked as she is. She is naked as the 
spectator sees her” (ibid p. 52). It was through 
the eyes of these women, ‘the spectators,’ that 
the dancers’ perception of self shifted from 
being nude to naked. 
This moment was similar to what Esther had 
experienced earlier, and was similar to moments 
I have had in the jumpsuit. It is through the 
response from the other that affects the way 
you feel. Here, Berger highlights the role the 
spectator plays in shaping the perception of 
self. It was through people in the room that the 
dancer became naked.
This moment also brought up the effect of the 
score—a dancer is nude without knowing why. 
Perhaps the act of undressing crossed her mind 
when the score was developed, however, the 
decision to undress may not have come about 
until the moment arose. Did any of the dancers 
know why they undressed? Was it a personal 
challenge? Or similarly to the visitor who 
undressed, did it become an invitation to be 
with the group? Or was nudity a form of dress 
that the dancers changed into? Or did the score 
or situation bring this action out in them? Varela 
suggests that “actions … do not spring from 
judgment and reasoning, but from an immediate 
coping with what is confronting us. We can 
only say we do such things because the situation 
brought forth the actions from us” (1999, p. 5). 
Xavier Le Roy’s most recent work Temporary 
Title (2015) presented a group of nude 
dancers who engaged in conversation with the 
audience. An audience member reflects on their 
experience—“when I was approached to have 
a conversation with one of the performers I felt 
that I also had to be naked in the way that I talk. 
I could not cover or say something that would 
be superficial.” This suggests that interacting 
with someone who is nude can bring about a 
nudity or nakedness in the other. Perhaps “to 
be naked is to be without disguise” (Berger, 
1972, p. 54), a way to expose one’s true or real 
attitudes, beliefs and emotions— perhaps this 
can come about through involuntary expressive 
behavior but also through nudity. Xavier 
suggests that by “removing the clothes, perhaps 
we connect on a deeper, real level” (Le Roy 
2015). “To be naked is to be oneself” (Berger, 
1972, p. 54). Through Feelings of Undress people 
certainly connected by being nude together 
and perhaps by being nude people formed a 
deeper connection with those who were wearing 
clothes. However, from a dancer’s perspective, 
she believes that a deeper connection came 
about through emotional vulnerability and that 
it didn’t matter who was wearing clothes:
“When I noticed that the other person 
was quite scared or intimidated by me 
or the situation then it didn’t matter who 
was clothed because you realise humans 
have a fundamental fragility that we 
can all share and that makes us able to 
connect. When that rose to the surface it 
became more important than something 
superficial like who has clothes on or 
not”
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Perhaps through sharing a feeling or exposing 
ourselves emotionally we can connect beyond 
clothing, dress and potentially fashion which 
is a stark contrast to Spotsville, Jumpsuit Girl 
and moments in our everyday lives where 
interaction seems to be heavily influenced 
through clothes that can at times overshadow 
the subtle, vulnerable, fragile complexities that 
we all share.
Working with a team of dancers taught me 
how to let go, how to work openly with space 
for things to happen in response to the tools, 
actions, characters or objects that are put in 
place. By doing this one can begin to assess the 
effect of the score in relation to the situation. 
Here, I can select a garment, action or character 
that may have brought about questions in 
relation to fashion or dress in my everyday life, 
and isolate that thing to delve deeper into its 
effects by incorporating it as part of the score 
and  
exploring it with a group of people. Their 
engagement with the score gives insight into 
the effects of the objects, actions, characters or 
things in place. And at times this can be  
completely unpredictable.
This project and working with an open score 
brought about a major shift in my practice. I 
moved from working with a preconceived plan 
where I could almost predict the outcome, 
to working with a loose set of actions that 
gave very little indication of what would 
happen. Through this unpredictability things 
happened that I could have never preplanned 
or imagined. The score brought about emotion 
and connectedness between people. Through 
scripting, the visitor undressing would unlikely 
happen unless it was written into the script. 
However, people choosing to act in response 
to the situation is much more powerful as it 
is real. It was through the unexpected and 
unplanned that I learnt about people, emotions, 
and how the things in place that came together 
to create the score affected the situation. This 
project also brought about a shift in the focus 
of my research. From the act of doing, making, 
constructing to the effect the actions had on 
people.
The open score brought about involuntary 
expressive behaviour that did not arise when 
participants were following a script. It is in 
these moments of involuntary behaviour that 
I could start to investigate the affect of the 
situation. 
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Wardrobe Swap 
 
At this point in the research I had an urgency to 
escape the jumpsuit. It came early in 2015 and 
wouldn’t go away. I had become confortable in 
the jumpsuit to the point that I was no longer 
feeling, engaging or reacting to the kinds of 
interactions the jumpsuit provoked. I had 
become blinded by the affects of my attire and 
my score was no longer a score anymore but 
had become a scripted way of being where 
my performance felt overly rehearsed and 
predictable. The jumpsuit was no longer a form 
of psychogeography (as discussed on p. 72) that 
took me off my predictable path and jolted me 
into a new awareness, rather, it was an habitual 
skin that was part of my body and everyday life. 
In order to reflect on the affect the jumpsuit 
had on me—my life for the past four years—I 
needed to step out of it for a while. I started to 
think about how to do this and came up with 
four options:1. Sell the jumpsuits and use the money to 
buy new clothes—I don’t know where 
to begin with this. After wearing only 
jumpsuits for four years, I couldn’t 
remember the last time I went shopping.2. Ask a friend to buy a new wardrobe for 
me—it could be interesting to see what 
someone else would choose for me.3. Attend a clothes swap with the jumpsuits 
and swap them for other people’s clothes.4. Swap my entire wardrobe in exchange 
for someone else’s entire wardrobe.
I began asking friends, family and colleagues 
if they would swap their entire wardrobe in 
exchange for my entire wardrobe. I proposed 
we start with one month and see how we go. It 
was important to have a decent chunk of time 
where the swapper could really feel what it is 
like to wear the jumpsuit across a number of 
different situations. I was interested in how the 
jumpsuit could affect their life.
When asked to swap wardrobes people said 
things like:
“I could never wear that”
“I’d feel like I was trying to be you” 
“I’d probably lose my job”
“I’m too fat”
“Are you serious?”
“I could never part with the clothes   
              handed down from my grandma”
“My partner would hate it.”
The reasons why people wouldn’t swap 
became more interesting than those that would. 
This question alone revealed a lot about the 
relationship we have with our clothes and why 
we dress the way we do. The conversations 
I had with potential swappers about their 
wardrobes highlighted how much they dress 
for a situation or the people around them. 
Stating that “I could lose my job” or “my 
partner wouldn’t approve” pushed me to further 
question, who are we dressing for? And why do 
the people around us affect the way we feel in 
what we wear? The perception of ‘what looks 
good’ from the point of view of their family or 
friends was more important than the wearer’s. 
People who seemed attached to their clothes 
were not attached to the physical garment but 
to the person they were when they wore that 
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garment. The way they felt around people 
while they wore that garment is what created 
an emotional attachment to that garment which 
suggests that it is through the presence of others 
that our wardrobe and identity is formed.
Handing over our wardrobe means handing 
over a part of ourselves. We know our wardrobe 
and the characters we play. We know how 
certain garments will make us feel and that 
those garments have been acquired based on 
achieving a certain persona, character or feeling. 
The memories associated with our garments 
are connected to people, feelings and emotions. 
Asking someone to hand this over for a 
minimum of one month was a big ask. Swapping 
wardrobes was going to impact the way they 
felt, how they related to others and how others 
perceived them. It was the impression of the 
other that was at the forefront as to why people 
wouldn’t swap.
After a series of nos to the swap I began an 
advertising campaign where I taped posters 
to poles, created a Facebook page and put an 
advertisement on Craigslist. I also wrote to 
the mX—an Australian free afternoon daily 
newspaper that is distributed around inner-city 
train stations and intersections.
Dear Craig,
It’s Adele Varcoe here, fashion commentator and 
researcher. My work and commentary has appeared in 
The Age, RRR, 3AW and in Melbourne, London and 
New York fashion festivals. You can see my website 
here www.adelevarcoe.com
I am writing to you about my new project that you 
might be interested in. It’s a WARDROBE SWAP 
like no other. For the past four years I’ve been wearing 
only lycra onesies. In an attempt to break free of lycra 
and to try something new I’m searching for someone 
to swap wardrobes with. My wardrobe consist of 50 
onesies in various colours and patterns, a hat and a few 
pairs of shoes. It’s a one-size-fits-most affair and I’m 
open to swapping with anyone, male or female.
My onesie wardrobe experiment has been part of my 
PhD research in the school of Fashion and Textiles 
at RMIT. I’m interested in how clothes can affect our 
everyday life experience and shape our identity.
There are certain perks that come with wearing a 
onesie everyday, such as saving time in the morning, 
having juicy conversations with local strangers about 
it and always being asked to do the worm at parties.  
The search has only just begun and I’m hoping with 
your help I’ll find that special fashion explorer to swap 
wardrobes with.
Look forward to hearing from you
Your local onesie wearer,
Adele
Craig got back to me and they ran a front-page 
story about the swap.
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After witnessing an overwhelming interest from 
people wanting to wear a jumpsuit during  
Spotsville, I thought this article along with a 
Facebook page and a series of advertisements 
taped to poles would lead to a flood of interest. 
I received a lot of interest from people who 
were happy to swap one garment in exchange 
for one jumpsuit, but there was only one person 
who was up for swapping their entire wardrobe. 
Her name was Sarah—a single mum living in 
Brisbane. She sent pictures of her wardrobe and 
expressed how the swap could give her a new 
life. After a series of lengthy texts we arranged 
a safe time and place to meet. I flew to Brisbane 
but she was out of town …
A few months later I visited New York believing 
that this was the place where I would find 
my swapper. An advertisement on Craigslist 
attracted a lot of attention and resulted in one 
man—Fritz—who was committed to an entire 
wardrobe swap. We met and tried on each 
other’s clothes. He wanted to mix and match the 
jumpsuit with accessories to refashion the  
jumpsuit to make it his own. Restyling of the 
jumpsuit was also observed during Spotsville—
here it seemed people restyled to mark a point 
of individuality and difference. Fritz said, “the 
swap would be like taking a vacation from  
myself”. His wardrobe was huge, bright and 
mainly hand made. He was happy to swap for 
one week but anything beyond that was a  
problem.
That night I visited a bar and that’s where I met 
James. A slim Vietnamese man dressed in black 
jeans, grey v-neck t-shirt and black puffy jacket. 
His hair was neat and he hid behind a pair of 
thick-rimmed glasses. I was telling his friends 
about the swap, he said “I’ll do it”.
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emphasise the power clothes can have on the 
reactions and perceptions of others by creating a 
desirable impression in particular situations.  
Before the swap I was a body resting inside a 
skin that was full of life, desire and attraction. 
People wanted to know who I was and where I 
was going. The jumpsuit invited curiosity and 
engagement. The brightly coloured pink and 
black camouflage was particularly inviting—it 
was like a magnet. James is now this person. 
Or is he? How much did the jumpsuit play in 
shaping who I was? Or who I wanted to be? 
Who was I in the jumpsuit? Who am I without 
the jumpsuit?
Acting basic
Sitting here in this moment. I am wearing men’s 
jocks and a t-shirt. One week ago I would 
have been wearing a brightly coloured Lycra 
jumpsuit. I’d been wearing a jumpsuit for four 
years, three months and fourteen days. There’s a 
man called James on the other side of the world 
who’s now probably sleeping in my jumpsuit. 
We swapped wardrobes. It feels strange wearing 
his clothes—mainly the smell—it’s a constant 
reminder of him and his life in these clothes. 
I almost didn’t go ahead with it. I had a minor 
anxiety attack the night before, just after he 
said yes. Am I ready for this? Why am I doing 
this? What will it prove? Do? However, I felt 
in order to understand how the jumpsuit was 
affecting my life and to study how it could 
impact someone else’s, I knew that I had to go 
ahead with it. The way people responded to the 
jumpsuit is the way I have learnt to know myself 
and how others got to know me. Swapping 
wardrobes was not only swapping jumpsuits, it 
was swapping the person I perceived myself to 
be. Some friends have never known me without 
the jumpsuit. Will this impact our friendship? 
And who will I be when I’m not the girl in the 
jumpsuit? 
Four years ago I wasn’t the girl in the jumpsuit 
but things have changed, my career has started 
to develop and I wonder how much the jumpsuit 
has had an impact on this. There are countless 
books, television programs and articles that 
have been written on this topic. Best selling 
books such as Dress for Success (Molloy 1975), 
What to wear for the rest of your life (Johnson 
Gross 2010) Style Bible (Rothman 2013) and The 
Wow Factor (Stafford 2013) among many others, 
discuss how to achieve what you want in your 
life through the clothes you wear. The books 
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goes on to say that “normcore referred to an 
attitude, not a particular code of dress” (2014). 
However, I argue that the code of dress affects 
the attitude. This is reinforced where it is 
conflated with acting basic. It is interesting how 
the word ‘acting’ is used to describe the concept. 
To act basic is to avoid standing out which 
suggests that basic clothes come with a basic 
act. Goffman suggests that:
“Information about the individual helps to 
define the situation, enabling others to know in 
advance what he will expect of them and what 
they may expect of him. Informed in these ways, 
the others will know how best to act in order to 
call forth a desired response from him”  
(1959, p. 17). 
I wondered if dressing normcore had the 
potential to bring about a new act, performance 
or persona within me. Hajo Adam and Adam 
Galinsky developed Enclothed Cognition to 
describe the effect clothing has on the wearer’s 
psychological processes. In 2012 Adam and 
Galinsky dressed 58 people in a white lab coat 
and asked them to perform a series of tasks in 
the lab. Meanwhile they had another group of 
people in the lab next door performing the same 
tasks. Those wearing the lab coats produced 
better results than those not, which suggests 
that “the clothes we wear have power not only 
over others, but also over ourselves” (Galinsky 
2012). These results opened up all sorts of 
possibilities that questioned the relationship 
between the garment and our behaviour. The 
researchers ask, “does wearing the robe of a 
priest or judge make people more ethical? Does 
putting on the uniform of a firefighter make 
people act more courageously? Do the effects of 
physically wearing a particular form of clothing 
I am normcore
I was visiting the Design Hub at RMIT 
university wearing a v-neck black t-shirt and 
jeans. On my way there, I noticed others with 
the same look. There were slight variations to 
the cut of the jeans and t-shirt but essentially it 
was a comfortable almost uniform look many 
Melbournians were sporting. I’ve heard of 
a trend called ‘normcore’ and was curious if 
this was the look I was wearing. I Googled 
“normcore”, and a whole lot of pictures of other 
men and women in jeans and t-shirts came 
up. It took me back to Spotville where I looked 
around and saw many others dressed like me 
in a jumpsuit. Being dressed similarly to others 
shifted the way we interacted and perhaps even 
brought us closer together. We felt connected as 
a group as we not only shared a way of dressing 
but a way of behaving and feeling. 
Looking at myself, then at the screen, I realised 
that I am normcore. I am part of this trend 
“characteriszed by unpretentious, average 
looking clothing” (K-Hole 2014). According 
to K-Hole normcore referred to an attitude, 
not a particular code of dress. It was intended 
to mean “finding liberation in being nothing 
special” (2014).  However, a piece in New York 
magazine that began popularising the term in 
February 2014, related it to “acting basic”—
another K-Hole concept which involved 
dressing neutrally to avoid standing out.
Aesthetically, normcore looks like the polar 
opposite to a Lycra jumpsuit, but surprisingly 
the values and motivations are similar. Both 
styles explore finding liberation through 
clothing. There is an awareness of dress that is 
shared between normcore and the jumpsuit in 
that dress does affect the perception of others 
towards you and this in turn affects you. K-Hole 
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wear off over time, as people become habituated 
to it?” (Adam and Galinsky 2012).
Like Adam and Galinsky’s lab coat experiment I 
wonder what the jumpsuit or dressing normcore 
brings out in me. Those dressed in a lab coat 
achieved better results completing the test than 
those dressed in casual clothes, suggesting 
that clothes affect one’s productivity, mind and 
actions. Sitting here now writing in jocks and 
a t-shirt, I wonder how this is impacting my 
productivity. Was I producing better work in 
the jumpsuit? 
Learning the language of another’s 
wardrobe
 
It’s 40 degrees and I’m searching for something 
to wear. I’ve come across three Uni Qlo grey 
v-neck t-shirts and three pairs of navy tailored 
pants. It seems this guy has found one thing that 
works and has stuck with it. I keep digging and 
find two pairs of shorts, a Ghost Busters t-shirt, 
a blue ball gown (Halloween costume) and 
countless pairs of black jocks. I try the t-shirt 
and jocks thinking that the t-shirt is long enough 
to cover the bulge and this will be the coolest 
option in the heat. Feeling self-conscious about 
the bulge I continually tug on the t-shirt in an 
attempt to cover it. I was meeting my mum and 
then going on a date. Mum was horrified by my 
new look saying, “that looks terrible. How are 
you going to meet your future husband dressed 
like that?” Afterward my date asked, “are you 
wearing men’s jocks? You’re so weird”. 
I returned to the wardrobe searching for 
something other than jocks to wear. The 
comments, looks and responses from people 
made me reconsider the way I was working 
James’s wardrobe. Working with a preselected 
wardrobe had its challenges. These garments 
were not selected by me to wear with a specific 
situation in mind. These garments were selected 
to fit another body, his situations and the 
characters he wanted to play. I hadn’t only 
swapped my clothes but I had swapped part 
of my character, self and the roles I play. The 
way I have known myself for the past four 
years was fun, outgoing and adventurous. 
People’s expectations towards me informed 
this character. Their response and engagement 
shaped the way I felt and lived in the jumpsuit. 
Without that I am another character. I am in the 
background, invisible.
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Feeling Fashion
This chapter reflects on the findings developed 
through: Jumpsuit Girl, Spotsville, Just Looking, 
Feelings of Undress and Wardrobe Swap. 
Feeling Affects
While people were participating in Spotsville, 
Just Looking, Feelings of Undress or Wardrobe Swap 
one of the first things they would say is ‘I feel…’ 
or ‘it makes me feel…’ This drew my attention 
to feeling and that these situations were not only 
provoking action, but also feelings and emotion. 
A mix of emotions came about through these 
projects. People described themselves as feeling 
empowered, nervous, excited, ashamed, self-
conscious, scared and vulnerable. During 
Spotsville at the NGV I observed a shared 
feeling among those in spots and those who 
were not. People in spots were dancing, singing, 
smiling and laughing together, while those 
not in spots watched on. People who were 
watching said they felt sad or regretful, “my 
only regret is that I didn’t grab a onesie for 
myself” (visitor, Spotsville 2014). As I have 
shown, the jumpsuits created an invisible line 
between those in spots and those not. However, 
this line was not only created through visual 
and behavioural difference but also through the 
feelings they produced. People not only shared 
clothing but they also shared laughter and 
excitement. Once people got their hands on a 
jumpsuit, most would giggle and scream “Omg! 
I’m so excited!” (visitor, Sposville 2014), They 
would then make their way over to the rest of 
the group where they would giggle and scream 
together. Jack Katz suggests “by believing your 
own performance, as well as that of others, you 
get caught up in the feeling of the group” (Katz 
1999, p. 7) Arguably, it seemed that the reasons 
why people participated in the first place was to 
join in and be part of that feeling. 
My research has clearly demonstrated this—for 
example when the time came for people wearing 
a jumpsuit to leave the group and head home, 
fear seemed to set in as people were afraid 
of what their family and friends might think. 
Charles Cooley says “the thing that moves us 
to pride or shame is not the mere mechanical 
reflection of ourselves, but an imputed 
sentiment. The imagined affect of this reflection 
upon another’s mind” (Cooley 1964, p. 67). It 
seemed people were imagining the effect their 
new look might have on their family and friends 
and how their reactions would make them feel 
before they entered the situation. A participant 
said “I’m gonna have to wear this to the family 
barbecue. My dad is gonna think I’m a poofta” 
(visitor, Spotsville 2014). Another commented, 
“everyone’s going to look and laugh at me” 
(ibid). Goffman indicates that:  
“Each individual has more than one role, 
but he is saved by role dilemma by ‘audience 
segregation’, for ordinarily, those before whom 
he plays out one of his roles will not be the 
individuals before whom he plays out another, 
allowing him to be a different person in each 
role without discrediting either” (1956 p. 269). 
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Inviting people to wear a jumpsuit across 
multiple situations amplified this affect of dress 
and the impact of others in shaping the way one 
feels. In a similar way, for the boys participating 
in Spotsville in India, being seen by people in 
the village who had also been exposed to the 
jumpsuit was not a problem, however, once 
they left the village they wrapped their heads 
in scarfs to hide their faces—perhaps they 
were afraid to be seen by another ‘audience’ 
who could potentially make fun of them. By 
wrapping their heads, one could speculate 
from their body language that the boys were 
feeling ashamed. Scheff and Retzinger refer to 
“downcast eyes, tortured smiles, and gestures 
that cover the face, for coding the presence of 
shame” (1991). Downcast eyes and covering 
the face was also seen during Feelings of Undress 
when Esther entered the situation nude. This 
behaviour seemed to come about when the 
audience turned their attention towards her. 
Under the gaze of others, her actions and 
emotions appeared to shift in response to their 
reactions. From my observations I noticed how 
a difference in dress and undress brought about 
a difference in behaviour from the audience 
and this inturn affected Esther. Coming back 
to my question: How does fashion affect the 
social relations between people? I observed that 
being in the minority, whether it being nude 
or in a jumpsuit became one way of observing 
how clothing, dress and fashion can affect social 
interaction. It also led me to speculate that 
perhaps there is an awareness around the kinds 
of feelings such as shame and embarrassment 
that can come about through social interaction 
when we wear something that is different to 
what others in our community are wearing, and 
possibly this is something we aim to avoid. As 
observed in Spotsville at the NGV and in India, 
people wearing spotty jumpsuits stuck together 
and in some cases tied themselves together—it 
seemed the tie was a safety mechanism to ensure 
they remained safe within the group. There was 
a sense of fear that at any moment one could be 
singled out or drift astray. An example of what 
can happen when a member strays from the 
group was again seen in Feelings of Undress where 
we saw a nude stray from the pack of nudes to 
find herself surrounded by a group of women 
who questioned and belittled her to the point 
where she left the room. Katz suggests that 
“shame about the activities of a group in which 
one had been a member often emerges only 
when one is no longer in the group” (Katz 1999, 
130). In a conversation following the event she 
discussed how by leaving the group she began 
to question her actions as an individual, as 
opposed to being swept up in the feeling of the 
group.
The collective feelings of the group also seemed 
to bring about urgency from others who wanted 
to join that group. As Spotsville took off at 
the NGV, people begged, threw money and 
said “I’d give anything for one of those suits” 
(visitor, Spotsville 2014) although, it appeared 
that it was not the jumpsuit itself they wanted, 
but the opportunity to be with others and feel 
the feeling that those in spots were having. In 
Feelings of Undress a similar thing occurred where 
an audience member removed his clothes to 
be part of the nude group. He realised that he 
had a choice between which group he wanted 
to be part of and that dress or undress played 
a role in this. “I can be an onlooker as if I 
am looking through a glass window or I can 
participate. I felt a strong urge to be part of it 
and not to be an onlooker and stay outside of 
it” (visitor, Feelings of Undress 2015). Being 
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part of something—a community—seemed 
to be a driving force for participation in each 
situation. Perhaps this is what made finding 
one individual to swap wardrobes with so 
challenging. People said, “I’m worried what my 
partner will think” (potential swapper 2015) 
or “I’ll lose my job” (potential swapper 2015). 
Crane and Bavone suggest, “clothes both affect 
and express our perceptions of ourselves” (2006, 
p. 321). However, whilst my research has shown 
this, I believe that the perception of the self in 
relation to clothes comes about through the 
reactions and interactions with others. It seemed 
the way in which people would experience and 
subsequently feel in the jumpsuit was being 
considered from the perspective of the other.
Similarly to Spotsville, people were concerned 
with how their family and friends would 
react. Their feedback showed that they were 
imagining how they would be seen through the 
eyes of another and how this would affect their 
perception of self. 
KT Yeong builds on Charles Cooley’s concept 
of The Looking Glass Self (1902) by presenting 
three main components as to how one might see 
oneself through the eyes of another:
1. We imagine how we must appear to others.
2. We imagine and react to what we feel their  
judgment of that appearance must be.
3. We develop ourselves through judgment and       
of others. (2003)
This has helped me to understand that 
the person I was in the jumpsuit was not 
predetermined by me but through the 
perception and expectations of others. From 
their expectations I found myself doing 
the worm at parties, crawling around with 
kids and doing kinky things on dates. My 
actions, behaviour and perception of self was 
constructed by whomever others believed 
Jumpsuit Girl to be.
Out of the jumpsuit a new role emerged. 
Without being asked to do the worm at parties 
I took on a new way of being in the world. 
A friend said “you know what Adele, I don’t 
feel like I know you anymore” (friend 2016) 
suggesting that I was no longer playing or 
behaving like the person she knew. However, 
perhaps it was her change in reaction to me 
that brought about a new performance in me. 
Katz says “the individual depends on others 
to know him or herself. I must look to others 
to see myself, to know myself, literally to find 
myself. It is only through the responsive actions 
of others that I can, for example see my seeing” 
(1999, p. 315). This helped me understand that 
it was through the other’s response to my new 
ensemble that I learnt to know and find another 
self.
The actions from another in shaping the 
way one feels and sees oneself were further 
investigated through Just Looking. Similarly to 
Spotsville, people participating in Just Looking 
mimicked the actions of others. Although in 
Spotsville actions such as dancing and singing 
was a way to be with the group, within Just 
Looking mimicry occurred as a protective 
mechanism that created invisible walls and 
division between people. Visitors were observed 
staring back at the actors as a way of blocking 
the actor out or protecting themselves. It 
seemed that through the actors’ overacting 
and exaggerated staring the situation became a 
game of power play with staring competitions. 
It seemed that by the visitor blocking the actor 
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through action they were also blocking feeling 
and emotion. Looking was also part of the score 
in Feelings of Undress however, here, it was much 
more subtle. The word observation was used in 
reference to making eye contact with another. 
During Feelings of Undress, looking was a way 
of connecting as opposed to a way of acting 
and this brought about an entirely different 
interaction that invited action and participation 
from the audience. However, two hours into Just 
Looking the actors’ characters slowly dissolved. 
They began to take the act of looking in their 
own direction. Similarly to Feelings of Undress, 
the moment when actors took ownership over 
the work shifted the way they engaged with 
the visitor. Perhaps the barrier of the ‘act’ was 
removed and people connected as people.
As mentioned earlier the open score brought 
about an important shift in my practice. It 
emerged that one of the most important aspects 
of working with a score was that it shifts the 
way people engage with each other. Here, 
there is potential for a barrier between visitor 
and actor/performer to dissolve where they 
can connect on a deeper level. This connection 
comes about through a shared unknowing and 
through this comes vulnerability and deeper 
engagement with the situation.  
The score provided time and space for people 
to feel, reflect and connect. By working with 
a score my research has exposed that one can 
move beyond the material (clothes) and begin 
to explore the invisible or immaterial aspects of 
fashion that can come about. It seemed these 
emotions emerged in response to the situation 
as opposed to people thinking and feeling in a 
way they believed they should. Arlie Russell 
Hochschild developed a concept that he refers 
to as Feeling Rules (1979), which is concerned 
with how people believe they should be or feel 
in a situation, as opposed to feeling that arises 
naturally in direct response to the situation. He 
says:
  
“Feeling rules seem to govern how people 
try or try not to feel in ways ‘appropriate to 
the situation’. Such a notion suggests how 
profoundly the individual is ‘social’. And 
‘socialized’ to try to pay tribute to official 
definitions of situations, with no less than their 
feelings” (1979, p. 56). 
This thinking can also be applied to context 
dependant behaviours. A visitor who undressed 
in Feelings of Undress said “I hesitated because 
who does that? Undress in public” (visitor, 
Feeling of Undress 2014). For a moment 
perhaps he reflected on his actions in relation to 
the appropriate behavior within the situation, 
however, he went on to say that by undressing 
he “surpassed the situation. If you dance 
and look foolish you overcome something in 
yourself. You can be afraid to do something 
but then you do it. You’ve overcome your own 
fears. You can never copy that” (ibid). The 
score provoked action in the visitor where he 
found himself doing things that potentially he 
wouldn’t usually do, perhaps here, through the 
score, people felt in response to the situation as 
opposed to feeling what was appropriate for the 
situation. 
Jack Katz suggests “emotional expressions 
in social interaction make the invisible 
visible by removing covers that are routinely 
maintained” (1999, p. 322). Through working 
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with participation and social interaction, the 
emotional effects of the score became visible and 
perhaps it is through the score that the ‘covers’ 
can be removed. Through the open score 
one can begin to access the invisible effects 
surrounding clothes—fashion. By working with 
participation and an open score one can begin 
to examine and reveal how fashion affects social 
interaction and consider how social interaction 
constructs fashion. 
Jumpsuit Girl, Spotsville, Just Looking, Feelings of 
Undress and Wardrobe Swap directed my attention 
toward feeling and the kinds of feelings that 
were coming about through these situations. 
Here I learnt how significantly the perception 
of self is affected by the perception of the 
other and observed how social interaction can 
provoke emotion and enable us to feel effects 
of fashion. Although there are countless things 
that emerged through these situations, the most 
integral finding that emerged relates directly to 
my own practice. This was the discovery of a 
methodology that brought about a shift in my 
practice, becoming a tool for uncovering and 
exploring the intangible and social relationships 
that enable fashion to be felt through 
participation. Along with the open score, 
drawing and selfing also emerged through these 
projects. Here, I have begun to discuss the open 
score, however, the score along with drawing 
and selfing will be further discussed in the next 
section in relation to how they have enabled 
the development of my practice in relation to 
feeling.
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Scoring 
 
Working with an open score revealed that 
when working with a script or more structured 
approach the outcome could be predictable 
and this was not enabling me to investigate 
how fashion affects the social relations between 
people. Sigmund Freud proposes, “affect 
does not so much reflect or think; affect acts” 
(1966, p. 357). The score enabled unexpected 
and unpredictable acts to happen and it was 
in these unpredictable moments that I could 
begin to consciously observe how the actions 
and garments that were introduced into the 
situation affected social interaction. Gregory J. 
Seigworth and Melissa Gregg say “Affect arises 
in the midst of in-between-ness: in the capacities 
to act and be acted upon…. affect is found in 
those intensities that pass body to body” (2010, 
p. 1). The score provided space for bodies 
to exist within a space of in-between-ness to 
consciously feel how clothing, dress and fashion 
might affect the way they act, react and interact 
with each other. 
Without a script people responded to what the 
situation brought forth in them and at times 
they surprised themselves by their actions. 
Varela says “actions…. do not spring from 
judgment and reasoning, but from an immediate 
coping with what is confronting us. We can 
only say we do such things because the situation 
brought forth the actions from us” (1999, p. 5). 
This exposed the importance of how the score 
enabled actions to be brought forth in response 
to the situation as opposed to people feeling, 
reflecting or thinking how they should act or be 
in the situation.
 
There are countless dancers and choreographers 
such as Deborah Hay, Yvonne Rainer, Sarah 
Mitchelson, Olivia Millard and Xavier Le 
Roy who work with open scores. Millard says 
“scores support me. They allow me to not know 
what comes next. They are a prop, a ruse, a 
pretense, which, while giving me the illusion 
of ‘knowing’ in my dancing, allow me not to 
know. While my scores are usually in the form 
of a verbal or visual statement their role is to 
‘act’ rather than to define” (2016, p. 2). After 
Feelings of Undress a dancer said “as long as you 
don’t name something or define something then 
it puts you in the audience more on a equal level 
because it’s the vulnerability of what you’re 
presenting. There’s a fragility there” (dancer 
2014). As observed during Feelings of Undress it 
was through vulnerability that the audience and 
dancer connected … among open scores there 
seems to be space for the audience to enter and 
engage. Similar to Le Roy’s Temporary Title, the 
performers spoke with the audience and the 
barrier between audience and performer was 
dissolved. Performers were no longer engaged 
with as performers but as people and this 
was something that also occurred during Just 
Looking—when the script dissolved it shifted the 
way people in the room connected. 
The things I initially tried were based on my 
experiences—moments that brought about 
feelings in relation to clothes and fashion in 
my everyday life. The dancers and I used 
this as a starting point and they contributed 
their own ideas along the way. Revisiting 
my experiences through their bodies became 
another form of selfing, where my experiences 
were drawn out, re-felt, relived and re-enacted 
through another’s body. Similar to drawing, the 
score became a space to draw out feeling over 
extended amounts of time. Through another’s 
body I could step out of myself and observe the 
relational affects of the actions at play.
Feeling through Selfing, 
Scoring and Drawing
Working with an open score brought about a 
major shift in my practice. By letting go of what 
I wanted people to feel, people felt based on 
what the situation brought about in them and 
by doing this I gained a deeper understanding 
of my practice. One could say that these 
feelings and actions were more real than those 
felt while following a script and that “the ‘true’ 
or ‘real’ attitudes, beliefs, and emotions of the 
individual can be ascertained only indirectly, 
through his avowals or through what appears to 
be involuntary expressive behavior” (? 1959 p. 
14). Through involuntary expressive behavior I 
could begin to reflect on the effect of the score 
in relation to how it affected the social relations 
between people.
Something that strengthened the score was 
developing it with a group of people who were 
to interpret it. Together they believed in it, were 
invested in it and owned it. I saw this through 
my observations and in many of the participant 
conversations. The score was performed a 
number of times and the second and third time 
did not have the potency of the first. There was 
a knowing that came with the second and third 
and perhaps it was no longer a score anymore, 
but a script. People had felt the effect of the 
score and they seemed to draw from their 
previous experience and re-perform moments 
they had in the past. A similar thing occurred 
with my time in a jumpsuit. As the years went 
by I could predict how people would react. 
I was no longer taking time to feel or engage 
with people as I had felt and experienced those 
feelings before. The interactions had become 
part of my everyday life, a script, an act that was 
well rehearsed and overly performed.
A participant who attended all three Feelings 
of Undress reflects on his experience where he 
compares the first situation to the third: 
“Two weeks later was completely different, 
the situation was completely different, not for 
a second did I want to participate. There was 
something special about the first night. There 
was real emotion there. Something real. It didn’t 
seem like they were performing. Something else 
was unfolding, a sense of a group, a sense of 
belonging, a sense of a community” (2014).
This led me to consider the experience of 
emotion and that perhaps this comes about 
when the audience and performer can be unsure 
and vulnerable together, here perhaps people 
find themselves connecting and doing things—
such as undressing or dancing and singing—that 
perhaps they wouldn’t otherwise do. The score 
presented an opportunity for people to just be, 
to take their time, to feel and be in the moment 
in response to the situation as opposed to feeling 
what was appropriate for the situation. It was 
through the interactions between people that the 
emotional effects of the score became visible and 
it is here that I believe one can begin to access 
the invisible effects surrounding clothes such as 
fashion. 
Working with an open score presents 
opportunities for fashion practice where one 
can go about making, exploring or studying the 
effects of fashion through human interaction. 
Here one can select immaterial, intangible 
things such as actions or behaviours and work 
with them and/or through them with a group 
of people to amplify or provoke fashion and/or 
fashion feelings.  
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Selfing
    Long time no see.
Yeah gurrrl!
How are you?
I’m fab. You?
I’ve been chained to my 
desk for the past eight 
months but other than that 
life is good.
Oh yeah baby! How’s the 
writing going?
I’m worried that it’s boring. 
That I’m boring. Life isn’t 
the same when you’re not 
jumpsuit girl.
I hear ya sister
I’m writing about selfing at 
the moment.
Selfing…
Selfing—the multiple ways in which I draw 
from and draw out myself to inform this 
research. Sometimes I’m inside the research 
feeling, experiencing everyday life interactions 
and other times I watch on and observe how 
clothing or actions affect other’s interactions.
I’m constantly changing from interaction to the 
next.
Charles Cooley proposes the idea of The Looking 
Glass Self (1902) where he suggests that the self 
is made up of how others perceive us and that it 
is through others that the perception we have of 
ourselves is shaped … Perhaps this is how we 
learn about ourselves and who we are?
It’s creepy to think that through social 
interaction we are constantly modifying 
ourselves based on the reactions of others. 
Cooley says here “one will never stop modifying 
the self unless all social interrelations are 
ceased” (1964). Perhaps each reaction from 
another creates a new self or way of being.
Hmm … the way my supervisor sees me is 
different to the way my bf sees me.
That’s obvious.
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I’m always in this goddamn jumpsuit and the 
way people react shifts the way I feel from one 
moment to the next and you know what … I 
think this changes the way I see myself. Check 
out this drawing … you can see the way I shift 
from moment to moment. It gets way more 
tricky than this of course, but can’t you just see 
how all these different reactions from the peeps 
checking me out make me change? My posture 
shifts—can you tell by my posture how I’m 
feeling? 
I think this is one way of looking at it. Another 
way could be that the self is “taking the role of 
the other” (Mead 1967, p. 6) where one sees 
oneself as s/he imagines how others would see 
him/her. Perhaps it isn’t actually how people see 
you but how you imagine these people see you 
that these multiple characters are born. Which 
makes the self an imagined construct based on 
the individual’s interpretation of the self from 
another’s perspective …
This could mean that selfing is collaborative 
and comes about through interaction with each 
other.
 Or maybe selfing can move beyond the self and 
into another? 
Oh yes! Sometimes people see themselves in 
these drawings 
and are horrified by the way they have been 
portrayed, saying “I didn’t say that,” “please 
don’t show that to anyone,” “do I really look like 
that?” Suddenly I understood—I’m seeing them 
differently to how they see themselves. So in an 
amazing way, selfing moves beyond ourselves 
and affects other people’s selves. Wow, now I 
can fashion the feelings of others! 
But aren’t we always fashioning the feelings of 
others?
 
I guess so, but I don’t think we’re always aware 
that we are.
 
Selfing could be considered to be conscious 
moments where one consciously steps out of 
one’s self to reflect on the various selves one 
plays to explore how the self might inform one’s 
practice …
 
You know there are many artists who do this … 
 
I think Marina Abramovic is particularly 
interesting as she draws from her personal 
experiences to develop participatory work 
where people can have an experience similar 
to hers. She says, “after sitting on the chair 
for three months I thought I have to share this 
experience” (2015). She “intends not simply to 
bring performance to the masses but to have the 
masses participate in ways that she hopes will 
transform them” (Marsh 2015 p. 22). She draws 
from her experiences and techniques found in 
Zen meditation and mindfulness to create a 
space where people can explore themselves. 
 
Did you know I went to see Marina’s 512 Hours 
(2014)? It was pretty juicy, from what I saw 
it seemed every participant had a different 
experience. Marina was there facilitating and 
watching on to learn and observe how her 
methods were affecting people. She seemed 
to learn through others and this appeared to 
inform her practice helping her develop new 
methods that she can use to reflect on herself 
and expand her practice.
 
Like Marina I also draw from my personal 
experiences. However, I distil or isolate 
moments that occurred in my everyday life that 
affected the way I felt. These moments range 
from the way another looked at me to something 
that was said in response to my clothing. I use 
these moments to create open scores that are 
introduced into large groups of people. Through 
the score I further interrogate these moments 
through another’s body by observing how the 
isolated and amplified moments affect them. 
Along with drawing this is another method I use 
to reflect on my experiences and also to create 
new experiences for people to potentially feel 
fashion.
 
I think it is also worth noting that the identity 
of the practitioner also plays a role in attracting 
participation and creating a desire to be part 
of the work. I think this identity or self is 
something that is potentially constructed by 
the public. It’s a moment where together we 
see Marina Abramovic as the Grandmother 
of Performance Art, whereas her lover or 
friend might see her differently. Our shared 
perception of her manifests and constructs 
itself into the person we know as Marina. Our 
knowing of this character affects the way we 
engage with her work. Her celebrity status 
creates a knowingness, intrigue and trust with 
us. Through this I think we are more willing to 
make a bigger effort and take greater emotional 
risks. 
 
Like the character perceived as Marina, you 
‘the jumpsuit girl’ is a character created by 
shared perception, knowingness and public 
engagement. Wouldn’t you say a facet of your 
practice is playing the role of jumpsuit girl? 
 
Yeah and this role has been constructed by 
people on the street—based on what they have 
seen other people in a jumpsuit doing … By 
people knowing this character, it changes the 
relationship people have with me. But what’s the 
point you’re making here?
 
That there are multiple ways in which I draw 
from and draw out my lived experiences to 
inform this research. Sometimes I’m inside 
the research and other times I step out of the 
research. Using myself in this research enables 
me to draw out my personal experiences to 
understand how fashion affects us socially 
and emotionally. Fashion is a “social animal” 
(Mallarme 1933) and it is through our 
participation that it continues to manifest itself. 
Perhaps the way in which we react and respond 
to each other is informed by fashion and in these 
fleeting moments from one encounter to the 
next, the self is continuously being fashioned 
and re-fashioned over and over.
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Fashioned Feelings
 
This research was initiated to understand how 
fashion affects and is produced through the 
social relations between people. I was interested 
in the way sociologists described fashion as 
“the invisible elements included in clothing” 
(Kawamura 2005) as “a belief that is manifested 
through clothing” (Brenninkmeyer 1963) and 
as a “social animal” (Mallarme 1933). Having 
trained as a fashion designer, whose focus had 
primarily been on physical garments, these 
theoretical perspectives lead me to question—
if fashion can be understood as an invisible 
or immaterial phenomenon then how does a 
fashion practitioner go about making fashion?
Through the course of this research I discovered 
fashion practitioners who were also exploring 
the invisible facets of fashion by working 
with performance, installation and video, 
where in some cases these works did not 
necessarily include the presence of clothes. 
These exhibitions pointed to an emerging area 
within fashion practice where fashion was being 
explored as “beyond the objects that materialise 
it” (Marchetti 2007). They focused on the 
experience of fashion and led me to question the 
role of a fashion practitioner in this relationship. 
Some of these practitioners worked with people 
where the audience played an important role in 
the making of the work and where participation 
was activated. Works such as Cloakroom 
(Saillard 2015) shared similarities to what 
Bishop refers to as participatory art—“today’s 
participatory art tends to value what is invisible: 
a group dynamic, a social situation, a change 
of energy, a raised consciousness” (2012, p.12). 
However, the way in which Saillard and other 
fashion practitioners worked with participation 
was not as a method to explore social interaction 
or a group dynamic, rather it was a way for the 
audience to make or be with the work. This 
presented a gap in the field where fashion the 
“social animal” could be investigated further 
through practice.
I saw a connection between what sociologists 
described as fashion and what Bishop referred 
to as participatory art. Fashion from a 
sociologist’s perspective and participatory art 
from Bishop’s perspective both valued what 
was invisible, and this for me pointed to social 
interaction as a means of making the invisible or 
immaterial aspects of fashion visible.  Fashion 
is described as a “social production process” 
(Kawamura 2005, p.1) where “clothing and 
dress are the raw materials in which fashion 
is formed” (Brenninkmeyer 1963, p. 6). I 
considered fashion to be the ultimate form 
of participatory art, as it is through our 
participation and social interaction that fashion 
is made. Through my practice based research I 
have been able to demonstrate that participation 
can be used to understand, interrogate and 
reveal how fashion affects us socially and 
emotionally. I found fashion exists in social 
spaces and perhaps without social interaction 
fashion cannot exist.
By employing an auto-ethnographic approach I 
have been able to demonstrate how my personal 
experiences can be drawn from and reflected 
upon to understand how fashion affects our 
social experience. Drawing has been a critical 
tool to enable me to re-enact, unpack and 
analyse the relationships and experiences that 
have emerged within the fashion situations 
that I have created. It has enabled me to draw 
connections and find patterns and reoccurring 
behaviours between the different projects. The 
relationships between the different projects has 
allowed me to interrogate how fashion affects 
the social relations between people and to 
demonstrate that it is the way in which we react 
and respond to each other that creates fashion. 
I began this practice based research with 
Spotsville where I amplified the presence of the 
jumpsuit by dressing 300 people. I observed 
how the jumpsuit on mass affected social 
interaction that revealed people were most 
affected by the actions and perceptions of 
others.  The jumpsuit exposed how fashion and 
clothing can create division between people 
and shift the relationships we form. I further 
explored peoples’ reactions to one another 
through Just Looking, where I introduced action 
and behaviour into a situation. I worked with 
actors and scripts in an attempt to re-enact 
ways of being looked at that I had experienced 
while wearing a jumpsuit. I aimed to gain 
further insight into how looking can affect social 
interaction, however, working with a script 
brought about preconceived interactions that 
were not giving further insight into the effect of 
the actions being explored. I realised that the 
way in which people are instructed affects the 
overall experience of the situation. This became 
particularly clear when working with a group of 
dancers to develop Feelings of Undress. 
Through these projects I have gained insight 
into how a garment or action can affect human 
interaction, however, another key finding was 
the way in which I worked with people within 
my practice and the methods I employed to 
reflect on my experiences. Selfing, scoring 
and drawing enabled me to work without a 
preconceived or predesigned idea of how I felt 
fashion affected the social relations between 
people, rather, to observe how fashion affected 
the social relations between people. This 
shift was evoked through the open score that 
changed the focus of my research from the act 
of doing to the effect it had on people. Through 
the conversations, drawing and observation 
of behaviour I became aware of the kinds of 
emotions that people were feeling and this lead 
me to understand that part of the essence or 
invisibility of fashion is its emotional effect. 
Scoring provided a more open, unpredictable, 
undirected approach where the intended results 
were unknown and through this unknowing I 
gained insight into how a fashion practitioner 
could further explore the immateriality of 
fashion through human interaction. As a 
designer this shifted my practice from working 
with a predesigned idea to understanding the 
importance of leaving space for participants 
to experience, engage and participate in the 
process of making fashion.
Similarly to scoring, the way I have used 
drawing in tandem with analysis of the 
conversations has enabled me to capture and 
unpack the feelings, emotions and behaviours 
that were under the surface or emerging 
through the situations. Fleeting moments 
that would come and go were drawn out over 
time where the viewer could also spend time 
contemplating this interaction. When seeing 
the drawings people connect, relate and share 
their experiences. A viewer said, “OMG! That 
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happened to me too!”—and people are taken 
back to relive, refeel and retell their own fashion 
experiences.
Through drawing I was able to employ a sense 
of anonymity and provide a space for the 
viewer to imagine and see himself or herself 
or someone they know in the drawing and this 
created a greater emotional connection between 
the person and the image. Drawing enabled 
me to step outside of the practice and specific 
situation, to review, reflect, re enact and analyse 
relationships to see things that I could not 
necessarily see in the heat of the moment.
Although drawing is core to most fashion 
practices, drawing to reflect on lived 
experiences and to explore how fashion affects 
the way we engage with each other is one of 
the contributions this research makes. Drawing 
as a reflective tool enables the drawing out of 
the effect of feelings experienced in a situation 
through both the drawer and viewer’s body. 
Drawing also became a method to reflect on 
Spotsville, Just Looking, Feelings of Undress and 
Wardrobe Swap as well as the work of others. 
Drawing provided a solution to draw out a 
visual record of the situation without the use of 
cameras. Through drawing I have demonstrated 
how it is possible to share, feel, discuss, and 
make visible the social effects of fashion and the 
feelings associated with this.
Selfing, scoring and drawing have expanded 
and focused my practice towards feeling. These 
methods draw out social interaction and reveal 
how fashion affects us socially and emotionally. 
Through this research I have demonstrated that 
fashion not only affects social interaction but is 
also created though social interaction and that 
it is through this that the invisible, immaterial 
effects of fashion are made visible.
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Future Fashioning
Selfing, scoring and drawing brings feeling to 
the forefront of my practice and has enabled 
me to propose a new kind of fashion practice 
that incorporates feeling into the design process 
as a central means of engaging participants 
in fashion experiences. When used together, 
selfing, scoring and drawing can be employed to 
reflect and inform each other. Throughout this 
research I have used these methods in quite a 
particular way where selfing informed scoring 
and drawing (Fig. 5.1). However it was during 
my last milestone presentation for this research 
(April 2016) that, I saw how selfing, scoring and 
drawing could be pursued in the future. This 
presentation allowed me to demonstrate how 
these methods have shifted my practice (Figs. 
5.4-5.6) but also how drawing can be used as 
a live, performative tool as well as a reflective 
device. This new performative understanding 
of the relationship between selfing, scoring and 
drawing revealed how these methods could 
inform each other in multiple ways (Figs. 
5.2, 5.3) and there is scope to develop such 
approaches after this PhD. 
Selfing, scoring and drawing contributes an 
innovative approach to fashion practice that 
moves beyond a prioritisation of the visual 
in fashion. This research has demonstrated 
the potential of engaging more deeply with 
the experience of feeling fashion and raises 
awareness and opportunities for practice 
exposing  how fashion affects us socially and 
emotionally. 
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Selfing, scoring and drawing provides a 
methodology to reveal the social affects of 
fashion through working with and reflecting 
on social interaction. The unique combination 
of these methods is not only a contribution 
to fashion practice but also has the potential 
to inform other art and design practices and 
particularly cross disciplinary and participatory 
work.
This research has led me to believe that fashion 
is something we feel as opposed to see. Fashion 
cannot be predetermined or predesigned, 
it exists within fleeting moments that are 
constantly in flux from one interaction to the 
next. Fashion is so embedded in our everyday 
lives that at times it can be challenging to step 
out of it and to reflect on how it affects us as a 
society. Through selfing, scoring and drawing 
I have been able to demonstrate aspects of how 
fashion affects us socially and emotionally and 
how it can be interrogated and consciously 
felt. I have aimed to raise awareness around 
the social and emotional effects of fashion and 
in doing this, this research has the potential to 
make us more conscious of the way we interact 
with each other and fashion.  It has also led 
me to conclude that it is actually through our 
participation in fashion that we as a community 
create fashion. This means it is up to you, me 
and our communities, to shape what the future 
of fashion will be.
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Drawings
All drawings are by the author
Although moments may have occurred earlier, all drawings have been 
drawn 2015- 2016.
 
Cover Feeling Fashion
4 Help, 2015
5 Walter and Dirk, 2015
6 Peter, 2015
7 Wedding, 2016 
8 Jelly Baby, 2016 
9 Date, 2015
10 Aknowledgements, 2016
13 Art, 2015
14 Piglet, 2015
17 Outfit, 2015
18 Babe, 2016
19 Woolies, 2015
21 Ke$ha, 2015
22 Background Map, 2016
25 Skin Folding, 2006
 Newfangled Fashion, 2011
 Hans Christian Anderson,  
 The Emperors New Clothes, 1837
29 Electrified, 2015
33 Method map, 2016
34 Project map, 2016
36 Jumpsuit Girl score, 2011-2016
37 1.1 The Area I’m Researching map, 2014
38 Spotsville score, 2014
 Just Looking score, 2014
39 Feelings of Undress score, 2014
 Wardrobe Swap score, 2016
40  Project timeline map, 2016
42 Spotty fabric, 2016  
45 Bless, No 48 Presuture, 2013
47 Spotsville jumpsuit distribution, 2014
49 Hussein Chalayan, Airmail Dresses, 2004
50 Gaspard Yurkievich, Cubisms, 2003
 Luca Marchetti and Emanuele Quinz, P.S, 2007
53 Olivier Saillard, Cloakroom, 2015
55 Nick Knight, Mirror, 2009
57 Feelings of Undress in the café, 2014
59 Spotsville Dancing, 2014
61 Allan Kaprow, Women Licking Jam off a car, 1964
65 Claire Bishop, 2012
69 Tino Sehgal, Kiss (Clean Version), 2006
71 Theatre, 2015
 Kitchen, 2015
 Bus Stop, 2015
 Street, 2016
73 Pyjamas, 2015
 Lesbian, 2015
75 Leggings, 2016
76 Spotty Fabric, 2016
79 Jumpsuit Girl score, 2016
81 Body, 2015
83 Reunited, 2015
85 Worm, 2015
87 Spotsville score, 2011- 2016
89 Jumpsuit to Saree, 2013
90 Sarong, 2013
91 Tom and Jerry, 2013
93 Jumpsuit trial, 2013
 Haha, 2013
94 Spotsville story, 2013
97 With scarfs, 2013
98 Jumpsuits multiplied, 2014
101 Starbelly Sneetches, 2016
103 Spotty Street, 2014
105 Spotty Gathering, 2014
107 Just Looking score, 2014
109 Fabulous, 2016
 Banana, 2015
 ?, 2016  
 Imagination, 2016
110 Just Looking Workshop, 2013
113 Just Looking at the Substation, 2014
114 Looks in Jumpsuit to Looks in Jeans, 2016
118 Mike, 2014
 John, 2014
 Cherry, 2014
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 Vixen, 2014
119 Max, 2014
 Edward, 2014
 Stacey, 2014
120 Lizzy, 2014
 Phil, 2014
 Den & Sarah, 2014
121 Denise, 2014
 Christian, 2014
 Con, 2014
 Olivia, 2014
122 Sky, 2014
 Desmond, 2014
 Rob, 2014
 Anastasia, 2014
123 Garry, 2014
 Bob, 2014
 Leah, 2014
125 Feelings of Undress score, 2014
127 Adjust, 2014
128 Feelings of Undress story, 2016
133 Ester, 2014
135 Visitor, 2014
137 Bystanders, 2014
139 Wardrobe Swap score, 2016
141 Scars, 2015
143 Street poster, New York, 2015
144 mX cover, 2015
147 I’ll do it, 2015
148  Swap spread, 2015
150 Wardrobe Swap story, 2015
153 Jumpsuit to Jeans, 2015
155 I am normcore, 2016
157 Mum, 2015
 Jox, 2015
 Creative Style, 2015
 Normal, 2016
158 Hey, 2016
158 Oh hi, 2016  
159 Snap, 2016
160 Man, 2016
161 Therapy, 2016
162 Wierdo, 2016
163 Looking, 2016
164 Dudes clothes, 2016
165 Normcore t-shirt fabric, 2016
169 Spotsville dancing, 2014
171 Why are you doing this? 2014
173 I don’t know you, 2016
175 Mimic, 2016
177  Feelings of Undress, 2014
180- 183 Jumpsuit Girl talks with Normcore Girl, 2016
181 The Looking Glass Self, 2016
182 Shift in self, 2016
 Bed, 2015
 Sister, 2015
184 Self collage, 2016
186 Drawing map, 2016
188 Scarf, 2014
189 Help, 2015
 Where’s the jumpsuit? 2016
190 Worm, 2015
 Worm re-drawn, 2015
191 Ke$ha, 2015
 School boys, 2015
 Small small, 2013
 Tom and Jerry, 2013
 Bzzz, 2016 
 Power Ranger, 2015
192 Body, 2015
193 Bless, No 48 Presuture, 2013
 Tino Sehgal, Kiss (Clean Version), 2006
194  Normcore t-shirt fabric, 2016
199 Appropriate, 2016
201 5.1 Selfing, scoring, drawing, 2016
 5.2 Scoring, drawing, selfing, 2016
 5.3 Drawing, scoring, selfing, 2016
 5.4 Confirmation, 2013
 5.5 Mid-Candidature Review, 2015
 5.6 Completion, 2016
 5.7 Examination, 2016
203 Feeling Fashion diagram, 206 
205 First time in clothes, 2016
207 Man snap, 2016
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